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Origin of Music 


by Sh. Bhut Nath De. 


“Na Ahamg Tisthami Baikunthe, Na Yogi Nam Hridyani Cha 
Mad Bhakta Jatra Gayanti, Tatra Tisthami Nararada” 


The Indian Music is very old and there are various opinion 
about the origin of music 


1. The composer of Veda, Bramha to Shiva-Shiva to 
Swaraswati onward to Narada and Narada to 
Swargaloka’s Gandharva, Kinnar-Apsara and trained 
there, Bharatm Narada and Hanuman expertised 
themselves and came to world for the publicity of 
Music. 


2. On being pleased with the Tapasya, Meditation & 
Yoga of Naradmuni, Shiva blessed him with the very 
art of music. Shiva created Rudraveena on observing 
the sleeping posture of Parvati with creation of five 
raagas from his Panchamukha as bhairab, Hindol, 
Megh, Deepak & Shree & Parvati narrated Raag 
Kaushik. 


Mythological clippings say Shulapani Shiva started 
dancing when parvati sitting on a golden singhasan 
and other Gods, Goddesess accompanied him with 
various musical instruments 


3. Sangit darpan of Damodar Pandit defined Marga 
Sangeet researched by Bramha demonstrated by 
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Bharat Muni infornt of shiva become an eternal 
achievement as Sangeet. On the other hand basic pitch 
of swaras derived from animals and birds as under — 


SA = PEACOCK 
RE — PAPIHA/DOVE 
GA — GOAT 
MA = CROW 
PA — KOEL 
DHA == FROG 
NI = ELEPHANT 


4) According to a learned man of France, one day 
Hazraat Musa enjoying the natural beauty of hills site, 
heard and Akash Bani to hit the stick on his hand 
“ASA” on the rock of the hill. Musa followed it and 
the rock broken into seven pieces with seven water 
flow of seven tunes called Sa Re Ga Ma Pa Dha Ni by 
Haazrat Musa. 


Another French poet opined a bird called Musikar having 
seven holes in its nose like flute extending seven notes. 


But western writer Dr. Frayed was in the opinion Music 
was created automatically on psychological ground as like 
child cry, laugh, shouting, appears, stage wise, naturally. 


Dr. James Longs thought man first learns to speak than 
to work, gradually become active and psychologically his 
mind become musical. 


So there are different opinions different thoughts 
pertaining to music from ancient Rishi Muni Pandits, may 
be a natures gift or God gift to mankind but this music is 
from the very birth of creation of the universe and it is an 
ethereal vehicle of deepest emotion the psychic . 
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Evaluation of Indian Music from ancient time to modern 
time 

There are four directives of Indian music from ancient 
books about raagas 

1. shiva maat/someswar maat 

2. Krishna maat/kallinath maat 

3. bharat maat 

4. hanumanta maat 


on which Six raags with 36 raaganis or 30 raaginis with 
putra raagas were described. 


According to kaal bibhajaan that is classification of era 
of Sangeet, we mainly have 


1) Atti Prachin Kaal - (Vedic kaal) — 2000 BC - 1000 BC 
2) Pracheen kaal — 1000 BC to 800 Years. 

3) Madhya kaal - (Muslim Kaal) — 800 to 1800 years 
4) Modern age - 1800 to now. 


Prior to that Hindu kaal (Prak Veda)— Pracheen bharaat 
agreed that each faculty of education and Sangeet there is a 
hand of some god/goddess . 


Vidya and Sangeet owes to swaraswati (veena vadini), 
Shiva with Damru, Gandharva (Singer), Kinnar (players of 
instruments) Apsara(dancers), these names prove that 
Bharatiya Sangeet is very very old and unparallel .according 
to some historian of west India music is 15 to 20 thousand 
years old. How ever archeological servey of India's effort 
Mahinjodaro—Harropa's, wall pictures, Shiva tandava with 
dancing postures of various man women with musical 
instruments prove Indian music is atleast 8 -9 thousand years 
old (BC). 


Some historians thought, Darvids were the founder of 
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music of India. They had the scientific knowledge of music 
and ayurvedic treatment system that time. Also Indian music 
was Said to be superior than unani and Mesopotamian music. 


Vedic era — Ved mantra on sa ga pa, 


sam vedic kaal - marga Sangeet — develop seven notes with 
swara stan as 


1. Udatya - ni ga nishad & gandhar 
2. anudatya - rishav & dhaibat 
3. Swarita — sa ma pa, (saraj, madhyam, pancham) 


Instrument - veena and Abanadhya vadya - Mridangam 
well played. 


Pracheen kaal — (100 to 800 years) 


Bharat muni (5 century)—nattya sashtra with explanation 
of different music theory, marga Sangeet desi, gandharva 
geet, bhavinaya, ranga mancha, scientifically adorned and 
constructive. Shruti Swar Bibhajaan, Swaraj gram, madhyam 
gram, gandhar gram (gandhar gram abandoned). His 
successor Saranga Dev, Datwil, Kohal, Abhinava Gupta 
followed the theory later on . 


Jaati Gayan 7 shudha and 11 bikrit jaati, Shruti gram 
murchhana jaati introduced. Which ultimately transformed 
to gram raag. 


Sarana Chatustayee-experimented for shrutyantar of 
notes, 

4/3/2/4/4/3/2. 

Ahat anahat Naad and how the coordination of swar laya 
taal create raasa which transform to entertainment- ANAND. 


Matanga muni (6' to 9" century) composed his 
Brihaddeshi invented Dwadash swar murchana and difined 
murchana as-serially ascending & descending order of notes. 
He decribed 56 murchhanas with four varities as— 
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SUDHA, KAKOLI, SANTARA AND ANATAR KAKOLI 
SANGHITA. 


He also agreed for 22 shruties. “Raag janak dhani swara eti” 


And there are five relations between shruti and swar. 


1. 
2. 


3. 
4. 
5. 


Tadatmya sam bandh—caste - nation- man 


Bibartasya/reflection—face on mirror, action and 
cause. 


Karyatwa—soil and haandi. 
Parinamitya—milk and curd. 


Abhibyanjakta—mans body language. 


Sharanga Dev—12" century composed “Sangeet 
Ratnakar” the most important and basic theory book of both 
Hindustani & Carnatic paddhati of India from ancient era to 
his time with seven chapters on scientific analysis 


b 


2 
3. 
4. 
5 
6 
7 


swaradhyay 
Ragadhayay 
Prakirnadhayay 
Vaddyadhayay 
Taaladhayay 
Prabadhdhayay 
Nrityadhayaya 


Gatha, Gaan, Veena vadan, Dance prevailed that time 
for entertainment at the time of Ashwamedh Yagna. We get 
existence of several instruments played like—Veri, Dunduvi, 
Mridangam,Veena,Mudduk, Ghaat, Diddim, etc in 
Mahabharata and Ramayana. 


In Jain Yug, Buddha Yug, Pauranik kaal moray kaal 
(chandragupta morya) all loved music and there was a great 
respect for the kalakars. Samudragupta’s veena badan 
posture on the coin of his time which we get from history 
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proved his music love sister of Harshavardhan, Rajeshree 
was a great singer. Veena was vary popular in Jain Yug & 
different types of veena’s likes—PARIVADINI, EPANCHI, 
BALLAKI, MAHATI, NAKULI & KACHHAPI mentioned 
in the history. 


There after the down fall of the Sangeet started to some 
extent but politically utilized Morya kaal. Daughter of 
Celukas married to Chandra gupta, a great musician. 
Binduasar and Ashok develop the culture of music in religion 
and spread in foreign countries like Tibet China Japan Mishar, 
unan Jaw, Sumatra, Cambodia Burma, Indonesia, Srilanka 
etc. Then came Muslim era—due to frequent attack of 
Muslims in different parts of the countries the development 
of music stop. Hindus converted into Muslim religion became 
polluted more in north India than south. 


However Allahuddin khilji/Jallahuddin khilji (1290 to 
1320) kingdom fortunately a great musician Amir Khusroo 
was in the ministry of the king, who was a great politician at 
the same time musician poet composer, loved by the king 
which helps musical culture. Gradually Gopal Nayek 
appointed in the court of king. New Raagas, Taals, Vadyas 
invented and enriched the music. There after Mughal 
emperor Babar shaha Humayan Akbar & his court singers- 
Tansen, Baiju Bawra, Guru Swami Haridas and with the 
mixed culture of Yabanik & Hindustani. The India music 
developed and enriched on ward Surdas, Kabir Das, Tulsi 
Das & Meera in the 16™ century created national integrity. 
Again there was a halt in music when Aurangjeb adorned 
the chair of Mughal emperor because he was anti Hindu and 
disliked music, where as the last empire Muhammad Shaha 
Rangile his darbari musicians-Sadarang, Adarang Maharang 
brought Kheyal, Tappa, Thumri in platform mixing the 
Yuban-Hindu culture. 
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On 18" century British emperor enter fere and destroyed 
the Indian music culture to some extent as they hate the 
Indian culture too much. They tortured and band the 
musician getting together. 


Inspite of various hindrances and harassment by British 
govt. agitation, revolution for freedom by the tortured people 
of India and the unrest social condition, the culture of music 
become dormant not finished. In 20 century two great 
reformers and lovers of music came forward and open the 
door of music (Bharatiya Shastriya Sangeet) and by traveling 
throughout the country, arranging music conferences 
festivals in different corners awakened the people to realize 
this Sangeet. 


Shri Bishnu Narayan Bhatkhande & Bishnu Digambar 
Paluskar both composed books on classical music with theory 
& practical-Kramik Pustak Malika, Abhinava Raga Manjuri, 


Viswa kabi Rabindra Nath Thakur created a different 
new Sangeet-Rabindra Sangeet, Kazi Nazrul Islam—Nazrul 
Geet. Shri D.L. ROY, Rajani Kanta Sen, Atul Prasad Sen also 
composed their own type of songs and developed the culture 
a lot in Bengal. The king of Lahore Nawab Ali Sah’s 
“Marifunnagamat” a very good book on classical music 
helped a lot for development. In this way the historical 
development of Indian music took place for which our 
predecessors sacrificed a lot which can not be imagine. 


Swami Pragyanananda wrote—music is a fine art which 
excels in many respects the art of architecture, sculpture and 
paintings it attracts and charms the living beings of the world 
irrespective of caste creed and color. Music can be said to be 
the sweet and soothing sounds that vibrates and create an 
aesthetic feeling and beauty that over come the feelings and 
beauties of nature. So music is recognized as the greatest 
and finest art that brings permanent peace and solace to the 
human world. 
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Swaravyas 


How to have a better tonal quality and good voice by a 
systematic practice of swara obviously with the help of 
Tanpura. 


1) SA -PA SA / SA -SA -PA /SA-PA-SA 
PA-SA-SA /SA-SA-PA/PA-SA-SA 
SA -MA -PA -SA / SA- PA -MA -SA / MA-PA-SA-SA 


MA -PA-SA-SA/-PA-SA-SA-MA/SA-SA-MA-PA 


In this way with the arithmetic process and permutation/ 
combination in 1 multiply 4 multiply 4 equal to 16 verities. 


Than with the double triple and redouble notes practice 
in several lay karies to negotiate KHATKA TAAN. Try to 
make various Alankars and paltas with different 10 Thats of 
Hindustani Sangeet sincerely in a regular course months/ 
Years together by Tanpura till you utter the notes correctly 
in different layas. However at the beginning students may 
try on harmonium also to get feedback of notes at home in 
absence of their guru keeping in mind the guru ji's voice 
training system, his pronunciation of SA REGA MA PA DHA 
NI. By proper guidance of guru ji and sincere effort of 
PALTAS/ALANKARS (simple & complicated) of all the 10 
thats one by one. A student can achieve perfect swara gyan 
good tonal quality good and soft voice after few years without 
fail. 


In the long run undoubtedly he/ she will be a good singer 
or instrumentalist as the case may be. His perseverance, 
patience, will, yield, a glamourus future in the field of music. 
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Ragas Ancient details character/Rasa 


Ragini — Tank, Malhar, Bhupali, Vivus. 


Raagaas Origin Main note Season Time Raasa 

Bhairav Mouth of Dha Shishir Morning Shanta 
Mahadev Gambhir 

Ragini — Bhairabi, Barati, Madhumadhavi, Sandhabi & Bangali. 

Malkaus throat of sa/ma sharat midnight ^ shringer 
Mahadeva 

Ragini — Todi, Gauri, Gunkeli, Khambawati, Kukubhika 

Hindol body of Dha basant Day Shringer 
bramha 

Ragini — ramkeli, lalita, bilawal, patmanjari 

Deepak eyes of Sun SA Summer Midday Shringer 

Ragini - Deshi, Kumudini, Nat, Kedar, Kanhara, 

Shree Gods Dha/PA Hemant forth part — Shringer 

of day 
Ragini - Malashree, Maru, Dhaneshree, Asawari 
Megh Akash SA Rainy Season Night Shringer 


Like the changes and rotation of seasons human life style, 
-insite our body baat, pitwa, and cough nature changes 
keeping in view that change of nature of the seasons our 
ancient Sangeet Achariyas & Pandits nomeenated 6 main 
raagas for the 6 seasons after thinking analyzing researching 
& adjusting Baat, Pitwa caugh influence notes in regard to 
Badi Samvadi Anuwadi swaras of the raag in such a way so 
that the impact and influence of the raag will give pleasure 


to the mind of listners & enjoy good feelings. 
24 hours Baat - Pitwa - Caugh 
Morning 3 am to 9 am - Cough 
Midday - 9 am to 3 pm - Pitwa 
Afternoon — 3 pm to 9 pm - baat 
Midnight — 9 pm to 3 am - Pitwa 
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Prakriti Graha Varna Raasa Nava Raasa 


Pitwa Ravi | Saptarang | katu Adbhut, 
Vir, Rudra 


Baat/caugh Chandra swate laban adbhut,bir, 
rudra 


Pitwa mangal | gour/rakta| tikta KARUN 


Baat/pitwa Budh Harit katu/ Hasya/ 
/caugh madhu Shringer 


caugh guru pit madhur hassya/ 
shringer 


baat/ shukra shyam amlo Bivatsya/ 
Caugh Bhayankar 


Baat shani Krishna | kashayi karun 


If we maintain the samay chhakra of raag ragini & present 
the same according to time and here the performance the 
bad effect of BAAT/PITWA/CAUGH remain peaceful 
because the influence of notes of the raga falls on our heart 
and mind keeps it pleased and peaceful. Peaceful mind 
becomes concentrate and steady which keep us healthy. 


Gram- as many people stay in a certain place collectively 
in a society is called Gram/ Village. In the field of music also, 
group of badi sambadi swaras where shrutis exist regular or 
discipline way and their remain murchhanas, taan etc called 
Gram. Grams are of three types - SARAJ, MADHYAM, 
GANDHAR GRAM of which Gandhar gram abandoned to 
swargolok. 4/3/2/4/4/3/2 -swaraj gram now modern kafi 
that. 


Murchhana - the existence of seven notes serially create 
murchhana as — 


Sa re ga ma pa dha ni, 
Ni sa re ga ma pa dha, 


Dha ni sarega ma pa, dha ....... In this way seven 
murchhan can be made. 
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Murchhana is appilied in a raga to create a different 
attraction for some times to the listners as per for example- if 
we sing raag yaman- ni sa re ga ma pa dha ni and stop at ni 
by aboroho and make it SA and start singing upto ni we get 
Bhairavi. If we start from dha and stay on return at DHA 
make it SA we will get KAFI. If Pa is the staring note in that 
manner we will get Bilawal. BUT IN THIS SYSTEM if we 
stay on SA again we get YAMAN the original raag. While 
singing raag LALIT giving nayas to shudha madhyam (MA) 
and think it as SA, and sing on the notes of Lalit we will get 
TODI. 


Three classes of raga as per time — 


1. Sandhi prakash - (4 - 7)- re komal, dha komal/ sudha 
but Ga always sudhha. Pratakkalin sandhi prakash 
raag as bhairav, kalingra and sayankalin sandhi 
prakash raag as poorvi, marwa. 


2. Re -Dha sudha (7-10) - importants of Ma Ga also 
sudha. Bilawal, deshkar, yaman, 


3. GA NI Komal - (10 - 4) — bageshree, jayjayanti, 
asawari, jaunpuri, 


Except a few raags almost all the raags can be classified 
in three classes according to samay charka. 


Addhwa Darsak Swar - MA (madhayam) either sudha 
or Tibra is a path finder of time for which it is called Addhwa 
darshak swar. More sudha madhaym indicates morning 
time.more tibra madhyam indicates evening time.As the 
evening proceeds towards late night tibra madhyam lessens 
and sudha madhyam appears onward late night. So with 
the application of sudha madhyam and tibra madhyam we 
can decide the approximate time of singing of that particular 
raag besides some exceptions of few raags . 
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Definitions 
a ie AAA TA Jaa a draa Sead, "Att iem 
Music—is a medium for expressing thought and feelings 
through tone and time, the basic elements of which are 


melody,rhythm and harmony. It creates an emotionally 
pleasing effect by sound. 


Swar—regular vibrated sound, pleasant to ear and mind 
called notes S R G M P DN, RAA arie Gen art tf ER 
Hed 8, SÀ HM À A and € SR Aa HAA ERU 


AROHO-— ed £u ma- ande the ascending order of notes 
from lower to higher octave called aroho. PD NSRG.... 


ABROHO— SA gu 98H Bl SIRE DESCENDING order 
of note from higher to lowerSNDPMGRS. 


SAM— TT at UR TAE HI YA med $, the initial beat of 
the TAAL is called SAM. It is the most emphatic stroke since 
it commences the cycle. Symbol x Bhatkhande Paddhati. 


TAALI—d 35 far fex arc aes ond @ SA arch u nul 


med È 1 The beats given by hand on particular division or 
khand called TAALI. 


KHALI—ae & for feel R ac sm ae ed È A SA U 
TA BR doen oml fear oi è SA Bel Hed € | “0” Bhatkhande 
Paddhati, Where the beating is very less in emphatic or not 
at all, there it shows the hand upward sound less indicates 
KHALI. It alerts the coming of Sam nearer. 


Tat ui onl U m SAR dd TSE Tl el XerHIReTen 
AJ HUE tit Hed €, Fa Ta Sb weg adt de | Url ar afew Hen 
d ved Sa Un affen aan TET ÈI Good composition 


arranged in rhythm without words but with notes only of 
the raga is called swarmalika. Garland of notes of the raga in 
proper pattern or music of notes. 
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Sthayee/*9IT — a A Ta 35 Gec APT A ALT Al SIS Hed e | 
the first part of the composition of the geet/Bandish is called 
Sthayee. 

ANTARA/SÏRI ra FT AT AT A SHAT mp HY Bie med 
€ leien dia À rue Hed e, Yue TA À sian aT al aT 
med € |THE second part of the geet in Khayal gayan is called 
Antara in Hindustani style and in Carnatic its called 
Anupallavi. 

Sanchari/@ant—yzae MAA Ma em dea wT Fart! The 
third part of Dhrupad composition is called Sanchari. 

Abhog/stsint—yye maA Ñ Ta 9r SIH AT! The last part 
of Dhrupad composition. 

Vadi/atet A À am ard AIS HEAT, afd GIR emet GR ard 
RET | SS Tal 95 GAM AAA GI afg. | The most significant 
note and emphasis in a raag is Vadi Swar (Sonant). 

Samvadi/anardt— um Ñ amd arc qui SATU ER dera! meerd 
Z, FA Hal em Sal fear or € | The next significance after Vadi is 
called Samvadi (Consonant). 

Anuvadi/stjardi did] SR dart Tat èh Sranan eren Td al 
ar med € | Besides Vadi and Samvadi the rest notes are 
called Anuvadi (Assonant) 

Wivaadi (Dissonant)/fäaard— mm ANA ve ANTA UM 
vif Stet e an U BT fer a è BA faa af NJ ER med e, TT 
TAAT iia faard tax enr WaT eru qm fun e | The 


note if applied in a raag displays wrong improvisation or 
disappearance of the original raag is called Wivaadi or 
enemy. But sometimes excellent and proper utilization of 
Wivaadi note attracts a distinctive melody in performance. 
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Taal/dret— aaa em fafiraa fasnfsra wu cal ara med € quu ATT 
Ñ RIT A Hh UL Hl cc Hed € | A definite measure of time 
is called tal. The music in any form rests on taal. 

Matra/Atat—aiel À Saen aS We a arc She Al AAT 
Hed E | TA HANG Al ALAM , ara fam à WH HA Hl ATT med 
€ |The unit determining length of taal is Matra. The parts of 
the khand of any taal is Matra. 

Thaat/9ITZ—HId Tl HI HAMAR SR THA Hl Me Hed Ì | 
festai ait uefa F re at Hen 10 è- face, Axa, Sgen, 
al TEN 72 at Tt È | 

The serially ascending order of seven notes are regarded 
as Thaat. Number of North Indian classical is 10 and that of 
Carnatic system is 72. 

Dhwani/eafi—<l as a eua ar wur a sata Ht afte edi 
1, Cha THOM, HA À ida SN AA WA Hl SHA SMT 
Ten daften FAA S| Friction of two things creates vibrations 
and there by the sound is heard through air. 

Naama Saari Her cats où arg SIR afia & sm a 
Sur dal & Sa ae med € | Sweet sound produced to the air 
created by regular vibrations which has pitch, magnitude 
and timbre called Naad. 

Chal Swara/sì @ FA TAA ea BT À Ard a Sa ER, wet 
RK Hed $1 Gd A Gp uis ar mtu, A ad ER TI The note 
shifts a little lower or higher from its natural place is dynamic 
note such as SA, RE,GA, MA, DHA, NI. 

ACHAL SWAR/3Taet CRS SK SITA tn TA ve À rd 


Ol Sra adi en, Tad ER med € | The note which is static and does 
not change its place is Achal swar such as SA & PA. 
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Suddha Swar/sra TaT— fafa sidia den sett eats sit, 4/ 
3/2/4/4/3/2 Aft $ HA Ñ A e, SA YS TAR Hed € SRI WD Mm Al 
qa fI Sound with regular vibration and Shruti sequence 
like 4/3/2/4/4/3/2 is natural note. 

Vikrit swar/fernfe @R- Is vex I ufefdd eres et fond 
TRS | TT YS TAR HU LA XD Vat Ele Ad AM SHUN Slt dl fend ST 
SIR @ | The shifting of place of shuddh swar either little lower 
or higher is Vikrit Swar. R G m DHA NI 

Awartan/3tada—id Ta di aa A ga À ga dh dem wl 
JAJA med € | Starting from sam and ending there is one round 
or one AWARTAN . 

Saptak/auren— di, 3, m, m, "ur, 9, PA ara xen KWA db xem 
wl Gatch hed € | drak thas & STIR ae 5 da We aA E, GA 
Ha, HA SIR AR FA Ae LIM med € AIA A UAH, HA TAH, AR 
THA di ww | The place of seven notes comprising one 
octave. In western music do re mi fasolaseorcdefgabis 


one octave in three places as lower, middle and higher octave. 
As in Indian music mandra, Madhya and taar saptak. 


anda dita ent qr YA waa su andes ear tela six 
«fam oefenden War U ch sux qd UTA sik Hea Vid À vaal 
festa af vated € sik aqd ef and À elen Gala Ya 
@ | The Indian classical music has been systematized into as 
North Indian/Hindustani and South Indian/Carnatic. In 
most part of the country e.i. North East West — North Indian 
and throughout the South region Carnatic music prevails. 

Shruti/afa— WA Te WANA Geen dem WEgRHDÜ uu 
SU ofa med € | aha ciuium 22 AMT ord È |E IN gla ren Ae 
am E RATA dl ten À | ore fas emu sik Tae sik YE cs Ter 
Rar sia € Ta Bla st Fha U geva aften SA WER GI WDR d 
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JA sik tax em Fag ATG sik dec su € IShruti is derived from 
“Shru” which is audible the notes can be distinguished on 
the basis of intervals between each other known as Shruti. 
The nuber of theoretically possible intervals between the 
notes is limit less. But in actual number used in music is 
comparatively small and at up to 22 only. The division of 
Shruti in Swar is — 4/3/2/4/4/3/2 as SA RE GA MA PA 
DHA NI. Shruti’s can be regarded as microtones somewhat 
similar to semitone of western music. Shruti and swar are 
inseparable and compared to SNAKE AND KUNDALI. The 
embellishments in music as like MIND, KRAN, SPARSH, 
SUD are Shruti but its lingering for second coverts to note or 
swar. 


Distribution of Swar in 22 Shruti are in same formula of 
Prachen kaal and Adhunik kaal as 


“Chatus chatus chatus chaibo, Sharaja Madham Panchama 
Dai dai Nishad Gandhar tris ti Rishaba Dhiabata.” 


The difference only is in Pracheen and Madhya Kaal SA 
started from last Shruti. Where as in Adhunik kaal SA starts 
from no First Shruti. 


Shruti is very minute and delicate tone and it is very 
difficult to understand the Shruti unless there is severe 
practice with proper guidance but notes can be understood 
and acquired easily. The interval between two Shruti is so 
acute in comparison to the interval between two notes. 
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Brief History of Indian Music 


In spite of various contradictions, which I have stated in my 
“Origin of Music” the development of the Indian music 
(historical) has been divided into three eras :- Pracheen Kaal, 
Madhya Kaal and Adhunik Kaal ie. Ancient era Middle era 
and Modern Era. 


Ancient Era/ Pracheen Kaal 


The ancient era was from 1 to aprox. 800 BC or Vedic era 
when with the spiritual development of man, the Indian 
music also developed. Four Veda of Hindu religion — Rik, 
Saam, Yajur and Atharva. 


Specifically Saam veda was music oriented and from 
where we got Saam Gaan, Udatya, Anudatya, Swarita 
swar(respectively Ga Ni Re Dha Sa Ma Pa), chanting of 
hymns in three notes SA GA PA. Gradually from three to 
four, than five, six and seven notes came in vogue. 


Though in the book Naradiya “Shikshya” and 
"Brihaddeshi" we came to know about singing in three notes 
onwards seven notes introduced in vedic era itself according 
to “Manduki Shikshya” and various instruments like — 
Veena, Dunduvi, Banspati, Tunav, Aghati, etc came into light 
in ancient music.subsiquently the Gram Raag also in the 
musical history. 

In Bharat Kaal we got 7 notes, 3 Graams 22 shruti’s, 18 
jaati’s and 21 Murchhanas mentioned in vedic era in the 
history of Indian music. The most valuable book “Nattya 
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Shastra” of Bharat which focus the different chapters of music 
as — Swaradhyay”, Badyadhayay”, Nattyadhayay”, 
Prakirnadhaya etc. Jaati lakchan Graha, Ansh, Nayash, 
Apanaysh, Alapttya, Bahuttya, Shadawatwa, Ourabatwa, 
Badi, Samwadi, Anuwadi, Bibadi long before from which 
we can think that our Indian music is two old and reach. 
The authentic books of ancient era — 

1. Naradiya shikshya” by Narad Muni 

2. Brihaddeshya by Matang Muni 

3. Nattya Shastra by Bharat. 

4. Dattilam by Dattila. 


In addition to that we get proof of developments of music 
also from Ramayan and Mohabharat, Chhandogya 
Upanishad, Brihadaranyak Upanishad in musical history of 
ancient era up to 8/9 century. 

Maddhya Kaal/Modern age-Approx. 8" to 18" century. 


Development and research by our ancestors, sages and 
vidwans in this era in coordination of ancient pundits made 
the way of modern age too easier to go ahead. The valuable 
books of this age by the great writers and researchers are 
mentioned below — 


. Sangeet Ratnakar by Pt. Sarang Dev 
. Geet Govindo by Jaydev 

. Sangeet Makarando by Narad 

. Raag Tarangini by Lochan 

. Sangeet Parijaat by Ahobal 

. Man kautuhal by Mansingh Tomar 
. Sangeet Darpan by Damodar Pt. 

. Raag Bibodh by Somnath 


oo N D OFF C NY == 
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9. Chaturdandi Prakashika by Venkotmukhi 


10. Anup Sangeet, Anup Bilas, Anupangshukh by Pt. 
Bhav Bhatta 


11. Raag Mala, Sadrag chandrodaya by Pt. Pundarik 
Bittal. 


Development so far- Prabandho gayan as like our Raag 
Gayan now for the middle era was called Prabondhya Kaal. 
Both publicity and development seemed according to above 
books. Raag Ragini Paddhati, Vibration and time bound raag 
distribution, Ghanadhar Graam Extension, male female and 
neutral raag division, from Jaati Gaayan to Gram raag gayan 
and different raags from gram raag invented. Mughal empire 
and their musical culture at this age could be research and 
development a little trouble some but enriched the culture 
at the same time to a great extend. 


Amir khusro in Allauddin khan court, Tansen, Baiju 
baowra, Gopal Nayek in Akbar court, Bilash Khan, Chhatar 
Khan, Mukhu Khan in Jahangir court, Dirang Khan Tana 
Khan in Sahajaan's Court helped in inventing new Ragas 
and Taals etc as Saajgiri, Jilaap, Sarfarda,Darbari Kanhara, 
Miya Mallhar, Miyaki Todi,Kawali, and Jhumra Taal, Arha 
Chautaal, Sur Taal, Tarana category of Geet, Dhrupad Gayan 
of Gwalior Gharana initiated in this era. 


Goswami Tulsidas, Meera, Kabir, Surdas were the sacred 
and holi poets cum musician devoted to music accelerated 
the music by their sincere publicity and for which the Indian 
Music at this era reached its golden age. 


Sadarang, Adarang, Manrangat the last Mughal empire 
Mohammad Shah Rangile's court enhanced the Khayal 
Gaayan in India. At this time only Shori Miya's Tappa 
invented and known to people and also the Mughal Empire 
came to an end. 
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Shah Aurangajeb created much hindrance to Indian music 
and Hindu culture amongst all the Mughal kings. The dark 
clouds of obstacles and interruptions gathered when the 
Dutch, Portugal and British community made their entry for 
trading purpose in India and carefully and tactfully occupied 
the country in their possession. They did not like Indian 
culture and Indian music because their motto to grasp the 
wealth and treasure of this country by hook or by crook. The 
Music got interrupted in its development at the dawn of 
modern age. 


Adhunik Kaal/Modern Age-from 18" century to up till now 


The British Govt of captured India wanted to rule over and 
take away the wealth and treasure of the country so they 
never bothered for Indian culture and hated Indian classical 
music which resulted the total halt in publicity and 
development, but inspite of that development of Indian 
classicalmusic in the country has never stopped but went 
forward through back door or in a secret way. 


The spiritual persons, music maestros started various 
inventions of Raag Bargikaran/ classifications, Thaat 
Bargikaran/classifications in secret mission when classical 
music remained closed only in Kotthis, Rajamoharaja 
Jamnider's house. Most of the people hated learning music 
when the following torch bearers came ahead and written 
several books on classical music to get go the classical music. 


Raja Pratap sing of Jaipur—Sangeet Sar wrote about Bilawal 
Thaat. 


Mohammad Raja of Patna wrote—"Nagma te Asfi" in 1813 
and focused about four principals of Raag Ragini Paddhati/ 
System(Shivmat,Kallinath Maat, Bharat Maat and Hunumant 
Maat) 6 raga and 36 raginis and thaat Bilawal was regarded 
as Sudha Thaat/natural scale in place of kafi Thaat of ancient 
Era. 
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Pandit Krishnaand Vyas wrote—"Sangeet Raag 
Kalpadruma” with collection of dhrupad Khayal without 
notations. 


Sir Sourendra Mohan Thakur of Bengal wrote—“ Universal 
History of Music” and agreed Raag Ragini Paddhati/system. 


After 19" century the maximum development and 
publicity of Shastrio Sangeet/Indian classical music were 
launched by pandit Vishnu Digambar Paluskar and Pandit 
Vishnu narayan Bhatkhande of Moharastra in in both 
Practical and Theoretical faculties by writing several 
important books with arrangements of music training to 
disciples, opening music schools, arranging music 
conferences in different parts of the country, though it was 
herculean task at that time. 


Books of Pandit V.D. Paluskar 


Balbodh, Raag Pravesh,Sangeet Prakash, Bhajanamrita 
Lahari about 50 in five parts to enable the people to enter 
into the classical music. 


Books of Pt. V. N. Bhatkhande 


Kramik Pustakmalika—6 parts, Abhinava Raag Manjari, 
Lakshya Sangeet, Bhatkhande Sangeet Shastra—4 parts. 


Dhrupad Dhamar composition in “Marifunna Gamat” by 
Raja Nawab Ali in Urdu also published at that time. 


After the installation of All India Radio and Cinema Sangeet 
in post Independence period the publicity and artiste’s 
attraction enhanced. 


Sangeet Natak Akademi founded, Music competitions and 
conferences started, Music artistes were paid remunerations 
broadcasting through AIR enable willing persons to learn 
and perform music programs sincerely. There after the 
development of electronic media, foundation of ICCR for 
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encouraging young musicians of different faculties — vocal, 
instrumental, dance etc, created a huge curiosity amongst 
the people of this country to get better culture of music. 


Now the classical music has become almost job oriented 
and an honorable carrier not a hatred one. Obviously now in 
21* century, youth wing of India mostly is in favor of western 
music, fusion, pop, rap songs in comparison to classical music 
which is the only base of our music. The educational 
institutions — schools and colleges introduce classical music 
as a matter of compulsion as per the instruction and 
circulation by central and state govt. on the whole due to 
less attraction of young generation and westernized trend, 
quality has to some extent degraded but the Indian classical 
music, the pillar of Indian culture will definitely be developed 
more and more and attract everybody ultimately. 


NOTATION SYSTEM (Swaralipi Paddhati) 


Nation System is the system by which we can transmit the 
musical matters and can preserved it for future. Certain 
simple symbols are used to understand the notation of the 
matter. The exact notations if sang or played in proper laya/ 
rytham, the style come out whether it is a Bandish or Gaat. 


Amongst the five notation system of India 4 are still in 
practice of which Bhatkhande Paddhati and Vishnu 
Digambar Paddhati in North Indian Classical music— parts 
of eastern central western and northern India and Purandas’s 
Carnatic Paddhati in southern India only. Shri Jyotirindra 
nath Tagore’s — Akar Matrik Paddhati for Tagore songs, 
Nazrul, Dijendra, Atul Prasad, is still in practice in West 
Bengal, Tripura Assam Jharkhand, Bihar Orissa etc for 
Bengali songs mostly. 


The Dandamatrik Paddhati of Vishnupur Gharana 
almost abolished but encircle in that area only. 
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Of the two notation systems of Vishnu Digambar and 
Pandit Bhatkhande the north Indian classical music prefers 
Pandit Bhatkhande’s system as very simple and now it is 
propular almost throughout the country except South India. 
Bhatkhande Paddhati-Symbole and significance 


Natural notes/Suddha Swar- 5 RG M P D N without any 
symbol 


Flat Notes/Komal Swara- RG DN 
| 


Sharp Note/Tibra Madhyam ET 


Middle octave/Madhya Saptak — without symbol - 5 R 
GMPDN 


Lower octave/Mandra Saptak - N DPMGR 


Higher octave/Taar Saptak — S R G M 
Standard of Note/Swarman, Matra - SRGM | GRSRI 
(4/4) 
1%=S-R 
Two Matras- S -, G - 
1 2, 3 4 
TWO NOTES IN ONE (HALF MATRA EACH)- MP MD 


1/3,1/4, (more notes in one matra) - SRG, SRGM, 
SRGMP, SRGMPD, SRGMPDN 


Respectively as each note 1/3, 14, 1/5, 1/6,... 
Half circle below the notes will indicate one beat/ matra. 
Half pause note means -S, -G 
Taal lipi/rhythm notation symbol 
SAAM- First beat of any taal - x 
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Khali — 0 
Division/ bivag/ khand- " |” 
Number of taali — 1, 2, 3, 4, 


Acoustic (swar sundarya)- Midh- ^ (UTTER WITHOUT 
ISOLATION) PR 


KAAN — dP Gm 
Khatka— (P) DPMP 
GEET WORD-I R GM P | 
IShya ss M | (Shyamin four Matra) 


Natya Shastra of Bharat 

“Natya Shastra” the valuable book on Natya and Geeta was 
composed on 3" or 5 century according to different 
historical information. However this bookcarried a very 
detailed and definite information about Natak and Geeta at 
acient era. 

Sanskrit sloka “Udatyascha nudatashchya swarita 
kampita shatha”, means varna(the action of notes) had been 
divided into four as Udatya, Anudatya, Swarita and Kampita. 

The impact of sound of the notes was described by Bharat 
as under:- 

Udatya swara — Humorous rasa, romantic, erotic rasa. 

Anudatya Swara — Pathetic, terrific, 

Swarita — carried romantic, erotic 

Kampita carries Pathetic, terrific and bravery. 

18 jatiraag and their 10 symptoms mentioned by him as 
Graha, Ansh, Nayas, Apanyas, Mandra, Tar, Alpatwa, 
Bahutwa, Sharbatwa, Anrabatwa. 


Bharat mentioned 63 types of alankaras in regard to 
classification of Verna ie. Sthaye, Arohi, Abarohi and 
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Sanchari. He was in favour of 22 shruti’s with placement of 
7 notes as per 4/3/2/4/4/3/2 with last Shruti for each note. 


Shardaj Gram and Madhyam Gram’s Murchhana have 
been described in Natyashastra 7 murchhana serially 
arranged by notes have been detailed Uttarmandra, Rajani, 
Uttarayata, Shuddha Sadaja, Mat sarikrita, Aswakranta, 
Avirudgata. Bharat also threw light on to the raag- Bhab — 
Rasa of Sangeet in proper way. He indicated that the raga by 
its note- combination and emotional representation can put 
an impact/reaction on human mind and heart. As regards 
to Natak he described all possible technics of stage, green 
room, lighting, size of Natya Mnach, exit — entrance, 
musically assistance every thing in such a way that the 
modern specialist of Natya Kala/ Theatre will have to learn 
something from Natya Shastra. In nutshell, we can say that 
today’s success in Geet Vadya and Nrittya is somehow 
indebted to this book (Nattyashastra) which mentioned Sapta 
sur, 3 Grams, 21 murchhanas and kakoli Nishad, Antar 
Gandhar — as bikrit swar, Shrutyantar well in advance. 


Sangeet Ratnakar — Sarangadev 


According to the opinions of various experts of early 
musicians, this book was composed in 13" century by Pundit 
Sarangadev. This book is regarded as most fundamental and 
authentic book of both northindian and southindian so far. 
Rather the composer tried for co ordination of two systems 
of Indian music. 


The main features of the book — 


Vadi Samvadi, Shrutyantar i,e. interval agreed at 8 and 
12 by Sarangdev unlike his predecessor 9 and 13. Here he 
agreed Sudha Vikrit swar as 7+5 = 12, where Bharat's 18 jaati’s 
and 10 Lakshans/symptoms Sarangadev’s 13 Lakshans- 
Graha, Ansh, Nyas, Apanyas, Sanyas, Binyas, Mandra, Tar, 
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Alpatwa, Bahutwa, Shadavatwa, Auravatwa and 
Antarmarga. 


Ghandhar Gram was described elaborately. Raag 
Raagini, Male Female and Neutral were agreed as per Narad. 
According to him - the cycle — as per sequence 


JATI- GRAM -RAAG- UAPARAAG 


Gram raag was 30 as he agreed. The book was in Sanskrit 
and some texts remained undecided for failure in 
understanding the Sanskrit language. Regarding 
Sarangadev’s birth place and date of birth there was no record 
available but from other sources it was known he was from 
Kashmir and subsequently settled down in Devgiri state of 
South India. 
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Definitions (in detail) Sangeet 


The combined pleasing effect of melody, rhythm and 
harmony through sound, by which thoughts and feelings 
can be expressed, is music. 


Geet, Vadya and Nritya, trio called Sangeet which 
entertains and pleases the mind. Amongst these three, the 
music is regarded most superior one. An art, the means of 
giving true shape to human feeling, feeling of heart expressed 
by physical sound and musical expression is music. It is the 
art of deepest emotion, the pshychic, through which man 
can get eternal peace and joy. 


The quotation “Geetam, Vadyam tatha Nrityam trayo 
Sangeetam uchyate” of Geet, i.e. with geet, the body 
language of dance with instrument included. In ancient era 
these three arts acted together, keeping music/geet as 
supreme. 


Swar/Notes- The elements of music are melody, rhythm 
and harmony created by application of notes in proper way. 
The sound which is produced by regular vibration is note or 
naad. The proper sweet sound is naad and naad is the note 
for music which can please the mind on the other hand sound 
produced by irregular vibration, totally unpleasant to the 
ear is noise. 


In Indian music there are 22 naads suitable for music are 
called Shrutis and it is essentially monophonic and melodic 
in nature. 
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Natural Notes (shuddha Swar) 


When SRG M P D N in series of shruti as 4/3/2/4/4/3/2 
maintained called natural or Shuddha Swar, the names are — 
Shadaj, Reshav, Gandhar, Madhyam, Pancham, Dhaibat and 
Nishad and written as Sa, Re, Ga, Ma, Pa, Dha, Ne and more 
shorter as Sa, Re, G M P D Ne. In between Sa — Re, Re — Ga, 
Ma - Pa, Pa and Dha, Dha — Ne, these pairs have a whole 
step apart means one tone difference as there is an 
intervening key in between but with no intervening key 
between Ga — Ma and Ne - Sa the difference is a semitone 
half step. 


“Chatus chatus chatus chaiba Saddja Madhyama Panchama 
Dwai dwai Nishada Gandhara, tristy Rishava Dhaibata" 


-Sangit Ratnakar of Pt. Sharangadev 
Vikrit Swar (Shifted Notes) 


The notes which are little lower pitch to natural or higher, 
called Vikrit or Shifted notes. 4 notes, R G Dha N are lower 
called “Komal” and ‘M’a little higher called Tibra (Sharp). 
There are no vikrit Swar between Shuddha - ga - Shuddha - 
M and Shuddha - N - Sa. According to ancient pundits and 
after various researchers and thoughts, the adhunik 
Shastrakar, placed Re (Komal) on 3"4 Shruti, Sudha Re — 5" 
Shruti, Komal Ga 7*', Shudh G - 8, Shudh M - 10" Tibra 
Ma - 11*, Komal Dha — 159, Shudha Dha - 18%, Komal ne — 
20, Shuddh Ne - 21* Shruti's respectively. 


Achal Swar (Fixed note in the scale) /Static/Immovable 


Sa and Pa are fixed notes, do not have any Vikrit status 
in the scale are achal Swar i.e. fixed note. Sa is also a basic 
note (Aadhar Swar) and the other notes are guided by Sa. 


Chal Swar (Shifted/ Altered /Dynamic Notes) - 
R, G, M, Dha, Ne, these five notes are having two status 
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natural, soft/sharp as per necessity of raag are called Chal 
Swar — changing its place. 


So in an octave there are 12 notes,7 natural and 5 shifted 
within 22 Shrutis (microtones somewhat similar to semitones 
of Western Music. 


Saptak 


In Indian Music Sa, Re, Ga, Ma,Pa, Dha, Ne, this group of 
seven notes are called Saptak. There are three Saptak’s 
namely Mandra Saptak (Udara), Madhya Saptak (Mudara) 
and Tar Saptak (Tara). Lower octave, middle octave and 
higher octave in Western Music. There is proper consonance 
of the same note of Mandra with that of Madhya and Tar. In 
Hindustani Classical Music practising of notes all the three 
Saptak are indispensable to have good result in performing 
classical music. 


Shruti (Audible Sound) 


The audible sweet sound which is identified with difference 
to each other is termed as Shruti. Shruti’s are microtones 
compared to semitones of western music to some extent. 
Shruti’s are 22 in number though there are more acute 
Shruties in between notes; limit to hearing to the ear in 
question and to understand also; as such 22 Shruties are 
nominated by our veteran musicians (sangeet Achariyas). 
According to the book ‘sangit Ratnakar’ Pt.Sarangdev who 
formulates the location of notes on the basis of Shruti as 4/ 
3/2/4/4/3/2- Sa Re Ga Ma Pa Dha Ne Number of Shruties 
with their names and system of division in Ancient, Middle 
age and Modern age is furnished_below for a clear 
understanding including the vibration of notes also 
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. Tibra Sa (Achal) 240 
. Kumudwati 
. Manda Re (komal) 254 217 : 
. Chhanovati 4. Chhanovati Sa (Achal) 240 
. Dayavati R (Tibra Natural) 270 | 5. 
. Ranjani 6. 
. Raktika Ga (Komal) 288 7.Raktika Shuddh Re 288 
. Roudri Ga (Tibra) 301 14/17 8. 
. Krodha 9. Krodha Shuddh Ga 301 17/43 
. Bazrica Ma (komal) 320 10. 
. Prasarini Ma(tibra) 338 14/17 | 11. 
. Priti 12. 
. Marjani 13. Marjani Ma (Shuddha) 320 
. Kshiti Pa (Acha;) 360 14. 
. Rakta Dha (Komal)371 3/17 15. 


. Sandipini 16. 

. Alapini 17 Alapini Pa (Achar) 360 

. Madanti Dha (Shuddha) 405 18. 

. Rohini 19. 

. Ramya Ne (Koma) 432 Ramya Dha (Swah) 405 

. UgraNe (Swadh) 452 4/43 21. 

. Kshovini 22. Kshovini Ne (Shuddh) 452 4/43 


In both prachin and adhunik Kal the formula of Shruti- 
Swar division are same 


Dwai Dwai Nishada Gandhara Tristi Reshav Dhaiwata 
i.e. Sa, Ma, Pa having four Shruties 

Ga & Ne Two Shruties, 

Re & Dha three Sruties each 


In Ancient and Middle era, Sa was placed in last number 
Shruti. Sadja in number 4, as a resulting actual placement of 
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notes differed from modern era where Sa is placed in first 
Shruti, 
Ancient Book Writers — Bharat, Sharangdev, and others. 


Middle Age Book Writers — Pt. Ahobal, Lochan Shrinivas 
and others. 


Modern Age Book Writers — Pt. Bhatkhande and others. 
Difference of Shruti and Swar 
Similar opinion of Shruti - Swar Division by book writers of 


Ancient, Middle and Modern era 


Ancient Middle Modern 


1. 22 Shruties in 
one saptak agreed. 


1. Shruties in one 
saptak agreed. 


. 22 Shruties in 
one saptak agreed. 


. Natural and 
alter notes, total 
12 in number 
agreed 


. Natural and 
alter notes, total 
12 in number 
agreed 


. Natural and 
alter notes, total 
12 in number 
agreed 


. Division:- 
Sa, Ma, Pa of 4 
Shruties each Re, 
Dha 3 each and 
Ga, Ne 2 each 


. Division:- 
Sa, Ma, Pa of 4 
Shruties each Re, 
Dha 3 each and 
Ga, Ne 2 each 


. Division:- 
Sa, Ma, Pa of 4 
Shruties each Re, 
Dha 3 each and 
Ga, Ne 2 each 


Divided opinion in following way 


Ancient Middle Modern 


1. All 22 Shruties not 
equal but interval 


. Equal interval of 
22 Shruties with 


1.22 Shruties inequal 
and their interval 


each other. 


of own seems equal. 


also not equal. 


. Placement of each 
note put on the 
last one Shruti 
of that note is — 4, 
7, 9, 13, 17, 20, 22. 


. Placement of 


each note put on 

the last one shruti 
of that note is — 4, 
7, 9, 13, 17, 20, 22. 


2. Placement of 
each note has 
been put on the 
1* shruti of that 
note as-1, 5, 8, 10, 
14, 18, 21. 
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3. According to . Also the seale 3. Teaching Ga, 
modern writers, note Ga, Ne Komal Ne shuddh, 
the ancient writers! as Compared to Modern writer 
octave having Ga, Kafi Thaat of defined Bilawal 
Ne komal like modern age. thoat. 
athumik kofi thoat. 


. No mention of . In this era, 4. On the basis of 
pitch and vibration Pt. Srinivas worked | length of strings 
of note by string of} out through String of veena, Shuddh 
veena attempted of veena, the and Vikrit swar 


or searched. vibrations and have placed with 
pitch of each note their Vibration 
and their length. except Re, Ma 
and Dha remain 


disputed. 


. There is no find- . There is also no „In this era the 
ings of the vibra- finding of vibration | vibration of 
tion of Sudh but only the length | Shuddh vikrit 
vikrit notes in this | detected. swar detected 
era. clearly. 


Difference of Shruti and Swar 


"Shrutaya Syu Swaravinna Shrabanatweena hetun 
Ahikundalabatwatra Vedokti Shastra Sammata" 


Sangeet Parijat — Pt. Ahobal 


Any audible sound is Shruti. The difference between Swar 
(note) and Shruti (intonation) may be compared to that of a 
snake (sarpa) and its Kundali. Both Shruti and Swar are 
interlinked with each other. Out of 22 Shruties which are 
applied in raagas are swaras (notes). The Swaras of one raag 
become Shruti in other raag. Kaan, Midh, Sut, Murkis 
applicable in raag when remains steady become Swar. A 
Moment's sound of instrument and vocal regarded as Shruti 
but when it become steady it is converted to Swar. As it 
termed in different names but if seriously adhered to, there 
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is a very little difference between the two. 


Obviously few points are there to distinguish between 
Shruti and Swar. 


a) Number of Shruti are 22 in total but number of Swar 
are 7. 

b) Interval between Shruties are very meagre but in 
between Swaras it is more. 

c) In course of singing, the melody of Kaan, Midh, Sut, 
Murki which sound for the moment remains Shruti 
till it rests and become Swar. 

d) According to “Sangeet Parijat” book written by Pt. 
Ahobal, the Kundli of the snake is Shruti and when 
the snake stands for action is Swar. 


NAD (Sound/Sweet Sound) 


Scientifically it is known that out of the friction of two things 
we get sound and the sound produced by steady and regular 
vibration called Nad, which is used in music, having four 
elements as pitch, duration, timbre or quality and intensity, 
per second of the source of generating by tuning for string 
or human voice. 


“Nakarang Pranaman Dakaram Analam Biduh 
Jataha Pranagni Sanyogatweena Nado Avidhiyate” 
Sangeet Ratnakar Pt. Sarangdev. 


With the combination of air of life (Nakaram) and fire 
(Dakaram) nad is produced. 

Two types of nads are there 1) Anahata nad and 2) Aahat 
nad 

Anahata Nad — which is felt only with proper meditation 
and produced without any friction eternally. Spiritually nada 
upasana through intensive meditation can be achieved by 
Muni — Rishi in peacefull atmosphere. This anahata nad is 
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not applicable to our music and not understandable to 
general public. 


Ahata Nad - which is audible and suitable for music with 
elements of Swar, gram, Murchhana and pleasure in its 
sound. 


Three characteristics of Nad :- 

1. Pitch — higher and lower. 

2. Magnitude — smaller and greater. 

3. Timbre — quality of the sound whether voice, string etc. 


1. Pitch—With the increase of vibration per second, nad 
gets higher and decrease of vibration per second 
produces lower sound. If length of string is more the 
vibration will be less and pitch will be low where 
length is less, there will be more vibrations resulting 
higher pitch scientifically. For example 


Sa — Re - Ga - Ma - Pa - Dha - Ne 
According to vibration Re — Ga — Ma all the notes are 


higher in pitch to Sa due to greater vibrations per 
second 


2. Magnitude—When we apply our noise slowly and 
sing a note or song it is heard to nearer audience but 
if we sing loud it will be heard to the audience in 
greater distance that is the magnitude sound. If we 
strick the string of sitar, tanpura very lightly it will go 
lesser distance but when strick hardly, cover more 
distance, create louder sound which depends on the 
breath of vibration. 


3. Timbre—As different musical instrument produce 
different sound, generating of human voice also 
differes from person to person. We can identify the 
voice of man, women, sound of sitar, guitar, tabla, 
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pakhawaj without seeing it but only hearing because 
of the quality of sound 


Characteristic Phase (Pakad) or catch phrase 


A limited number of Swar-combination which identifies the 
particular raag easily is pakad. In every raag there are 
minimum note combinations which can establish the image 
of raag audience and music lovers are able to know the name 
of the raag rather catch the raag. So it is called catch phrase 
also. For example — Ne, Re, Ga, Re, Ne, Re, Sa - Ne Dha Ne 
Re - Ga -. This much combination is enough to understand it 
is Raag yaman. The catch phase should be sung or written in 
such a way that coordinating raag which is to be Sung clearly 
focused. 


Vakra Swar (curved note)—In raag sangeet,some 
particular raag having rules to observe the application of 
some notes in curved way and not straight way that is called 
Vakra Swar. In raag Kedar we apply notes as Sa — Ma, Ma — 
Pa, Dha P, Ne Dha Sa - . Here Dha and Ne are Vakra Swars. 
This has to maintain in performing to abide by the discipline 
of presenting the raag as well as melody and beautification 
as and when permitted by the particular raag. 


Alap (Improvisation) 


The Indian classical music is always behind the establishment 
of raag — roop, a clear image of the particular raag before 
starting bandish for audience, so that the surrounding area of 
the program will be filled up with the sentiment of the raag. 
The particular notes applicable in the raag before starting 
and within the geet in a very good discipline are called alap 
or improvisation . 

In dhrupad gayan alap by Non-tom Re Ra Nom etc. 
(Ananta Sharnam Hari actual version) are done in sthayee, 
antara, sanchariand abhog. After sanchari the alap pic up a 
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little speed and lay and after abhog returns back to sthayee 
to start the gayan. 


In khyal gayan introductory improvisation is in shorter 
way as compared to dhrupad but in the midst of singing, 
short alap, bol-alap or akar alap is taken keeping in mind the 
raag discipline. So it can be said that alap or improvisation is 
the process in Indian music to establish the image of raag 
and after that seeing the bandhish/chiz and glorify 


Tan (notes in fast rhythm) 


Fundamentally there is not much difference between Alap 
and Tan. Both are done to improvise the raag, to beautify it 
and to make it attractive to audience by the charm of melody 
within the framework of raag. Tan is more rhythmic and 
rather ornamental. It can arrest the mind of audience by its 
compact and speedy uttering of notes in proper rhythmic 
way in akar or bol and give entertainment to the audience 
by the application of tans, the artist can create variety and 
goodness. Tan is an indispensible part of khyal genre without 
which khyal singing will not have any importance and charm. 
With tan a skilled and veteran artist can spell bound the 
audience. There are various classification of tan as simple 
tan, alankaric tan, chhut tan, kut tan, gamak tan, sapat tan, 
mix tan, halap tan, vakre tan and so on 


Kaan Swar/Sparsh Swar (Touch Note) 


While singing or playing instrument the artist touches 
slightly the formal or later note of the main note to create a 
good melody and charm, which is called Kaan Swaror Sparsh 
Swar (Touch Note) 


ReMa - Re Ga - Purba lagan kaan and 
GM- PN- Anulagan Kaan 


This action falls under Shruti also. 
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Murki 


Three note together sung or struck played to create a kaan 
Dha Pa Ma, - Fe Neg DhaPM, It is more applied in string 
instruments 


Midh 
When two notes sung or played in slow glide and connected 
without any isolation called Midh. It is an ornament in 


dhrupad and khayal gayan. In western music this sort of 
ornamentation is called glissando to some extent. 


Gamak 


Shaking of voice deeply is called Gamak. In ancient times 
gamak was ment to vibrate the note in such a way so that the 
mind of audience feels happiness. However it is ornamental 
technique and mostly used in dhrupad, dhamar gayan but 
very little in Khayal gayan. In Karnatak music use of gamak 
is still in vogue. There are 15 types of gamak namely- Kampit, 
anddit, aahat, plabiy, etc. 


Kampan 

If the frequency of oscillation of notes are faster in course of 
singing or playing string instrument it is called Kampan. 
Andolan 


Almost same as above but it’s a gentle oscillation between 
notes. In this action of ornamentation the pitch become a little 
higher. 


Vadi Swar (Sonant Note) 


In Hindustani Sangeet the most important note used in a 
particular raag is called Vadi Swar. In comparison to other 
notes it is used more and duration (Nyas) also move for which 
it is said to be the king note of that raag. 


Inspite of the same notes used in some ragas, change of 
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Vadi Swar differentiate each other for example raag bhupali 
and Deshkar. In bhupali ‘G’ is vadi and in deshkar Dha is 
vadi with same number of notes used. 


With the use of vadi swar we can detect purvanga vadi 
and uttarangavadi ragas. If vadi swer falls in between Sa to 
Ma it will be purvanga raag mostly and if it falls between Pa 
to Sa, the raag will be uttaranga mostly. In almost all the 
ragas of Indian music, tibra madhyam and shuddh nishad 
are not given the status of vadi swar because it was not given 
so much of priority to M! and NA for vadi 


Samavadi (consonant/ subordinate to vadi) 


The second important note in raag is called samavadi. It 
corresponds to vadi, the predominant note and remains in 
other tretrachord of the octave. It is used less then vadi but 
more than the other residual notes. It is like a minister in 
vadi king’s governance. The distant between vadi and 
samavadi is 9 to 13 shruties or three to four notes apart 
generally. In vadi — samavadi swar there is sadaj - pancham 
or sandaj - madhyam bhav maintained except in raag marva 
where shuddh Dha vadi and komal Re samavadi having 
neither sadaj - madhyam nor sadaj - pancham bhav 


Anuvadi (assonant) 


The notes in the raag which are neither vadi nor samavadi 
called anuvadi or assonant notes. So in a raag the remaining 
notes other than vadi and samavadi are anuvadi. 


Vivadi (dissonant) 


The notes do not belong to the raag as per rule that is excluded 
are called vivadi (dissonant). But sometime a little application 
of vivadi swar which beautifies, creat a little charm is seldom 
used by experience artist. Application of tibra madhyam in 
raag bihag and komal Ne in raag chhayanat Kether Hamir 
etc are examples of vivadi Swar but to be applied carefully 
for beauty of the raag. 


Sangeet 43 


Graha, Aansh, and Nyas Swar 


Previously the Khayal singer was not at liberty to break the 
rule of proper application of notes as prescribed in Shastra 
in ancient and middle age. The term graha Swar was meant, 
by which raag gayan started and Nyas Swar was the ending 
note with strict compliance. These are not followed in 
adhunik Kal, now a days. Now we can begin with any note 
as desired by artist and also. Regarding aansh Swar, it was 
the note which mostly used in the raag in comparison to other 
notes. But now the aansh swar is regarded as vadi swar 
(Sonant note) of a raga. 


Geet 
A composition of notes with melody and rhythm which is 
sweet and able to entertain the mind is called Geet. 

Types of geet are two 

1. Margi/Marg Sangeet 

2. Deshi Sangeet 


Margi Sangeet 


The geet which is word — oriented, spiritual, way to eternal 
peace and sung in heaven, called margi sangeet (Gandharva 
Gaan) for achieving excellence in this very hard practice with 
strict regularity was indispensable. This system of geet is 
not in vogue now a days. 


Deshi Sangeet 


As per will and pleasure of the people in the society, the 
sangeet which entertains the mind of general people and 
understandable and changeable time to time is deshi sangeet. 
Obviously this geet also has melodious composition of notes 
and words. 


Deshi Sangeet also has been divided into two 
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1. Nibaddha Gan 
2. Anibaddha Gan 


Nibaddha Gan(closed form of geet) 


The geet which is framed in tal/rhythm is called nibaddha 
gan.In modern time — Dhrupad, Dhamar, Khayal, Tappa, 
Thumri are all nibaddha gan and in ancient time Prabandha, 
Bastu, Rupak etc were called nibaddha gan. 


As in Khayal, Dhrupad, Dhaman, Tappa, Thumri we get 
two parts as Sthayee and Antara (Khand), ancient era had 5 
khands/parts of geet as Udgraha, Melapak, Dhruba, Antara, 
Abhog. 


Aniboddha gan :- (Open form of geet) 


The open form of geet which is not having rhythmic 
accompaniment and combining the notes is called anibaddha 
gan, Mainly prior to khayal gayan the alap is done to establish 
the raga image is anibadha gan now a day. In ancient era it 
was ragalap, rupakalap, alaptigan and swasthan niyam as 
anebaddha gan. 


Prachin ragalap 


The alap in which 10 systems of raga lakshan (focusing of 
the raga) asgraha, aunsh, nyas, mandra, tar, apanyas, 
alpatwa, bahutwa, shadabatwa and audabatwa were 
observed properly, called ragalap. 


Rupakalap 
Rupakalap is the second step of ragalap, besides the ten types 
raag lakshans, the parts of prabandha were explained 
Alapti gan 

This was the third step where all the systems observed 


with showing missing and appearing of the raga. (abirbhav 
and tirobhav) 
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Swastan niyam 


In addition to observance of above rules, this system was a 
special one, where the alap had been divided in four parts: 


1. In 1* swastan, alap was in mandra saptak (lower 
octave) freely under day ardha swar 


2. 2" swastan, up to dayardhaswar is, 4th note for 
swadin middle octave 


3. 3" swastan upto pancham - nishad ardhasthita swar 
alap i.e between 4" and 8" notes of vadi. 


4. Last swasthan double and above beyond tar — Sa and 
finish sthayee swar Sa. 


But today this system is totally abandoned. Now the 
improvisation is done keeping in view the raag — rup and 
melody. 


Adhunik Alap Gayan 


The modern alap system in khayal and Dhrupad is not like 
middle era and ancient era. With the advancement of time 
and culture in Indian Music, the system of alap gayan has 
changed. In Dhrupad, nom-tom alap is done in four parts— 
sthayee, antara, sanchari and abhog with a little acceleration 
of speed of alap in abhog before returning to sthayee. The 
improvisation of Dhrupad before start, broadens due to 
layakaries done mostly in the bandish in different ways and 
no scope of alap in rhythmic side, unlike the Khayal gayan. 
“Om ananta sharanam Hari or Tuhi anantahari" etc. are bol 
of alap in Dhrupad besides nom — tom. 


In khayal gayan system today before starting the bandish 
there is very brief improvisation by important melody of 
notes of the particular raag, because within the bandish while 
rhythmic accompaniment, there are ample scopes for alap 
in different way maintaining the disciplineof the raga. Now 
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the adhunik alapis generally done at the discretion of the 
artist and differs from individual to individual as per 
excellency of the artist but certainly keeping in mind the 
transperancy of the raag. The old system of prachin alap 
gayan paddhati is not followed now. 


Bidari (parts of geet/khand) 


The part of geet (Dhrupad, Khayal etc.) is called bidari. 
Sthayee, antara, sanchari, abhog and in ancient music 
udgraha, dhruba, melapak, antara, abhog or bidari 


Abirbhav — Tirobhav (clear exhibition/disappearance) 


Veteran and excellent artists focuss the real aspect and image 
of the raag and some time conceal it in such a way with help 
of accurate phrases of notes and play a sensual game so that 
the audience become spell bound and enjoy much. The 
audience may have snatches of other ragas which use similar 
notes combination. When the raga being presented is clearly 
exhibited, this is abirbhav and when the raga is deliberately 
concealed, this is tirobhav. The tirobhav remains for few 
moments like cloud covering the moon resolved again and 
stands out more rightly So the main raga. As in raga 
Jayjawanti of Khamaj Thaat Desh aung, the note 
combination- 


Sa, Re Ga Re, Sa, Ne Sa Dha Ne Ra, Re Ga Ma, Pa - Ne 
Dha, Pa, Dha Ma Ga Re -, (tirobhav in desh) Re Ga Re, Sa 
(Abirbhav in Jayjawanti again). 


Alpatwa-Bahutwa (Insignificance and predominance) 


The more or less use of some notes in a raga indicates by 
bahutwa and alpatwa terms known as alpatwa and bahutwa. 
When some notes applied less it is alpatwa. For example, in 
raga kedar in behag Re and Dha avoided in ascending So 
there are alpatwa, rather loughanmulak alpatwa. But in 
descending its use is to some extent insignificant, though 
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applied little so it is anabhyas alpatwa. So alpatwas are two 
types-langhan and anabhyas. 


Bahutwa are also two types 


Alanghanmulak and abhyasmulak bahutwa. When a 
note or notes must have to be applied without which the 
raga cannot reestablished properly, this alanghan bahuta as 
in raga jaunpuri Ne is a note which cannot be avoided or it 
will become Ashawari. On the other hand pancham (Pa) in 
jaunpuri is abhyas mulak Bahutwa because in every round 
of alap ‘pa’ is nyas swar. So also in brindabani Sarang Sa, Re, 
Pa abhyasmulak and Ma and both ‘Ne’s (Ne Ne) alanghan 
bahutwa. Without Ne and Ne Brindaboni Sarang cannot be 
established neither in ascending nor descending. 


Raga, its relation with time 

Time circle of raga 
The ancient learned book writers and vidwans with their 
best experience and on the basis of human psychology, 
decided to sing the different ragas in their different time as 
scheduled to have the proper satisfaction and pleasure. The 
impact of each and every raga on its particular melodious 
notes definitely reacts on the audience. 


“Ranjayiti eeti sa Raga” 
It is a total tonal complex, structure of melodic notes with 


full composition maintaining its discipline, and it entertains 
the mind of audience. 


If the raga is timely performed on scheduled by our great 
writers for different ragas, the effect will be of course very 
good. But there is some exception also. Many artists are of 
the opinion that time of singing a particular raga according 
to schedule does not matter at all. It simply depends upon 
the skill and Excellency of the performance who can entertain 
and please the audience by singing the raga out of its time. 
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But this exception of any formula not the fundamental thing. 

However, in Indian music, the time of singing raga as 
per schedule has been fixed on the basis of the following 
principle 

1. Addhwadarshak Swar 

2. Vadi-samvadi Swar 

3. Purvanga-Uttaranga 

4. Re Dha Komal, Re Dha Suddha, Ga Ne Koma etc 


1. Addhwadarshak Swar 


Madhyam is designated as addhwadarshak swar in our 
music system. ‘Ma’ has got an important role in the raga, to 
decide the time of singing of the raga as per the proportion 
of Suddha madhyam or tibra madhyam applied in the 
particular raag. 


12.00 noon to 12.00 night time the predominance of tibra 
madhyam (M) and 12.00 night to 12.00 noon, this part of the 
day has the predominance of Shuddha madhyam in general. 
Pratakalin sandhiprakash ragas on Bhairab, Kalingda, Jogia 
having more application of Suddha madhyam & no Tibra 
M, at all and in sayankalin sandhiprakash ragas(evening) 
Shree, Marwa, Puriya dominated by tibra madhyam and no 
sudha madhyam at all in general. 


In this way madhyam plays a greater role to decide 
timings. When Shuddha madhyam dominates, we can guess 
the time of raga sometime between 12.00 night to 12.00 noon 
and in case of tibra madhyam, sometime between 12.00 noon 
to 12.00 night. This is why "Ma" is called the addhwadarshan 
swar, the time finding note. 


Of course some exception is there in case of ragas vasant, 
paraj, hindol, todi, bhimpalasi,bageshree, durga, desh etc. 
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2. Time circle as per vadi samvadi 


The octave Sa Re Ga Ma Pa Dha Ne Sa.if parted into two as 
Sa Re Ga Ma and Pa Dha Ne Sa, the first part is called 
Purvanga and second part Uttaranga. If Vadi Swar (Sonant) 
of a raga falls in first part or Purvanga, then it will be called 
Purvanga Vadi and to be sung in 12.00 noon to 12.00 nightand 
if vadi swar remains in Uttaranga, it will be called Uttaranga 
Vadi raga and time scheduled for 12.00 night to 12.00 noon. 
Of course some ragas are the exception in this rule like 
Bhairabi, Bhimpalasi etc. To remove this problem our veteran 
writers made a little change afterwards on purvanga to be 
counted from Sa to Pa and uttaranga Ma to Sa, so that vadi 
and samvadi will not be from same tetrachord like Bhairabi, 
Bhimpalasi etc. 


3. Purva Raga-Uttar raga 


The raga which is sung or played mostly in purvanga 
i.elower octave and upto middle octave arescheduled for 
the time 12.00 noon to 12.00 night and those mostly sung/ 
played in upper tetrachord are scheduled for 12.00 night to 
12.00 noon time. Example of purva raga are kedar, Bhupali, 
Darbari Kanhra, Bhimpalaree, Jayjayanti etc. Uttar Ragas = 
Sohini, Vasant, Hindol, Bahar, Jaunpuri etc. 


Exception is raag Hamair, though uttaranga pradhan, laid 
time schedule in shastra, in first part of the day 


4. Time circle in respect of Re Dha Komal, Re Dha Shuddh, 
Ga, Ne Komal Ragas 

Generally the ragas which have Re Dh flat notes are called 
Sandhi — Prakash ragas (twilight ragas) Sung at twilight of 
morning or evening hours, depends upon sunrise to sunset 
flexibly according to season, the time frame 4:00 to 7:00 
(Morning and evening) as Bhairab, Kalingda, Jogia, Lalit 
Purvi, Marwa, Puriya etc. with exception of Puriya marwa 
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with re komal and Dha shuddh but regarded as 
Sandhiprakash. Pre dawn and afternoon ragas usually 
emphasige the notes Sa, Ma, Pa often having one three notes 
as vadi with Ga Ne Weak but sometimes powerful in 
exceptional ragas. 


After Re Komal G shuddh ragas the time of singing Re — 
Dha shuddh ragas obviously like — Bilawal, Deshkar, Bhupali, 
gaudsawaramg khamaj, Behag, Kalyan etc. Traditionally this 
series of ragas scheduled between 7-10 to day time and 7-10 
night time. Ma also play a greater role in time factor as 7 to 
10morning Shuddh ‘Ma’ and 7 - 10 night tibra ma. In 7 to 10 
morning raga the sonant note remains in upper tetrachord 
and consonant in lower. So these ragas are mostly Sung upper 
tetrachord. Opposite to this 7 — 10 night ragas sonant remains 
in lower tetrachord but consonant in upper and sung in lower 
tetrachord. 

Then comes the turn of Ga Ne Komal ragas, timed as 10 
am to 4 pm day and 10 pm to 4 am night. Ragas are todi, 
Asavari, Bhairabi, kafi, Deshi etc with exception of Patdeep, 
Madhuwanti etc. 

So the traditional system for raga singing the north Indian 
classical Music according to most of the previous vetran 
writers are as under- 

First Part of Night- Bilawal, kalian, Khamaj that born 
ragas — Bhupali, Bihag, Desh and to some extent Jayajayanti. 

Second Part of Night- Kafi, thaat, born ragas on Kafi, 
Bageshree, kedar, jayajayanti etc. 

Third Part of Night- Ashaveri, Bhairabi, Todi Thaat, born 
raga mostly G N Komal as Darbari, Adana, Matkaus. 

Fourth Part of Night- Dawn ragas (sandhi Prakash) 
Purvi, marva, Bhairab thaat born on Bhairab, jogia, kalingda, 
paraj, sohini etc. 
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First Part of day- Bilawal, Kalyan, Khamaj, Thaat born 
ragas as Bilawal, Gaud Sarang etc. 


Second Part of day- Bhairabi, Todi, Ashavari, Kafi, Thaat 
born ragas as Ashavari, Jaunpuri, Sarang, pelu etc. 


Third Part of day- Kafi, Todi, Thaat born raga as 
Bhimpalasi, Multani, Patdeep etc. 


Fourth Part of day- Sunset time/Twilight/Sandhi 
Prakash raga's time Purvi, Marwa, Bhairab, Thaat born 
afternoon/evening ragas as Shree, Purvi, Purina, Marwa. 


This time circle of ragas are not followed in Karnataka 
paddhati at all. In South Indian system neither time schedule 
nor seasonal ragas are agreed. According to that system there 
is no binding of performing as per time schedule any raga 
any time perfectly. 


However, some ragas are associated with season in 
particular as summer Deepak, Monsoon - Meghmallar, 
Autumn - Bhairab, winter — Malkaus, Spring - Hindol as we 
know from the old books and history of music. 


Shuddha, Chhayalog and Sankirna Ragas 


From ancient times ragas have been classified in above three 
categories. Shuddh raga, Chhayalog raga and Shankirna raga. 


Shuddh Raga- When there is no mixing of other raga in 
one Thaat is called Suddh raga As for example — Bilawal, 
Todi, Iman etc 


Chhayalog Raga- If two ragas mixed in proper way by 
good metallic structure, it forms another raga and it is 
chhayalog raga as Puriyadhaushree, Bhairo Bahar, Vasant 
Bahar etc 

Sankirna Raga- where more than two ragas are 
amalgamated and a new raag created, it is sankirna raga. As 
Pilu, khat, Anandi Kalyan etc. 
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Paramel Praveshak Raga (the raga which pave the way to 
enter another raag) 

The raga of a thaat or scale when sung or played, the note 
structure and combination is such that immediately after that 
raga, another raga of different scale will be more easier to 
sing, called Paramel Praveshak raga. 


Jayajayanti is a Paramela praveshak raga of khamaj thaat 
with both Gandhar and Nishad which is performed at the 
end of first part of night, facilitates to sing Kafi raga of kafi 
thaat just after it in second part of night. Kafi has komal Ga 
and both the ‘Ne’s which suits the matching each other. 


Thaat /Scale— The set of seven notes which can produce 
raga is called Thaat. Presently in Hindustani Sangeet there 
are 10 Thaat’s, namely Bilawal, Bhairab, A Shavari, Todi, Kafi, 
Khamaj, Bhairabi, Kalyan, Purvi and Marwa. 


Ashray Raga- The raga which has been named by its 
that (scale) from which its born is called ashray raga. On the 
basis of that rag classification in modern age, there are ten 
thaats prescribed from where all the ragas (most of the ragas) 
created. So ten thaats have ten ashray ragas in thaat’s name 
and rest ragas of that scale are janya ragas 


Principles of thaat- (Charactersticks) 

1. There must be seven notes (sampurna jati) serially in 
ascending order of a thaat 

2. Thaat has no descending (Abroha) 

3. Ragas must belong to some thaat that is Janak thaat 
from where ragas are created 

4. Thaat cannot be sung, it has got no entertainment 
power, no, vadi-samvadi pakad, time frame etc. 

5. In hindusthani Paddhati, number of thaats are ten, 
Bilawal, kalyan, Khamaj, Kafi, asavari Bhairab, 
Bhairabi, Marxa, Purvi, Todi 


Sangeet 53 


Principles/Characteristic of Raga 


T; 


Every raga must come out of a thaat and there must 
be minimum 5 notes and maximum 7 notes in a raag. 
As a result, the jati’s of ragas to be Audab, shadav 
and Sampurna. Each having 3 sub-divisions like 
audav-Shadav, Audav-Audav and Audav-Sampurna, 
and its comes to total nine. 


. maraga, the most important note used is called Vadi 


(sonant note), second important note Samvadi 
(assonant note) not applicable note called dissonant, 
Vivadi swar. 


. The raga has the power of entertainment due to 


melodious combination of notes and sometime, 
applicable of dissonanat note skillfully, meed, 
murchhana, sparsh, sut etc. 


. Every raga has thaat, Jati, Vadi, Samvadi, Aroh, Abroh, 


Pakad, times and singing etc. in regular way. Some 
seasonal ragas are also there as Deepak — Summer, 
Mallar — Mansoon, Bhairab — Autumn, Malkans — 
winter and Hindol, Bahar — Spring etc. 


. To determine time circle, the octave of the raag as well 


as complete day have been divided in two parts as Sa 
Re Ga Ma Purvanga, Pa Dha Ne Sa Uttaranga and 12 
noon to 12.00 night, first part of the day and 12 night 
to 12.00 noon, second part of the day. To find out 
purvangu vadi — uttarangu vadi and Purva — uttar 
raga. 


. Regarding placement of vadi and samvadi, it should 


be in different tetrachord i.e. if vadi in Purvangu 
(lower) than Samavadi to be in uttaranga (upper 
tetrachord) positively or 4^/5* notes distance, i.e. 
interval of 9 and 13 shruties. 
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7. In spite of same notes structure, if vadi and samvadi 
changes vice versa the time, the melody, raga-rup will 
change in the raga 


8. Tibra Madhyam and Shuddha Ne would not be the 
Sonant note of any raag. 


9. Except raga lalit, no raga in general can apply 2 
varieties of a note that is Shuddh and vikrit 
simultaneously one after another. 


10. Ragas have been catagorised in three as 

(i) Re Komal G Shuddh 

(ii) Re ga Shuddh 

(iii) G Komal - N Komal 

To be sung and played at 4 — 7, 7 - 10 and 10 - 4 
respectively. Generally in morning Sandhi prakash 
ragas shuddha ‘M’ dominates when as in sun — set 
(evening) Sandhiprakash ragas tibra ‘M’ dominates. 


11. The raga in which both shuddha and vikrit swar of 
particular mode used, the ascending one will be 
shuddh and descending will be komal (flat) as a rule. 


12. The raga which make way to enter another scale of 
another raga called paramale praveshak raga as 
jayajayanti and multani ragas are the examples. On 
the basis of prominent raga, the scale of that raga has 
been named is called ashray raga 


13. In no raga, madhyam and pancham both to be 
excluded as per rule at a time. 


14. The improvisation of grave and deep sentimental 
ragas are generally done in lower tetrachord and 
restless sentiment ragas in upper tetrachord. 


15. Abirbhav — tirobhav, alpatwa — bahutwa and aati 
komal swar can be done in raga gayan to have beauty 
to maintain proper image of the raga. 
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Merits and Demerits of Singer 


Following factors are the merits of singer 


T 


Singer should have sweet and soft voice with a 
melodious tonal quality. 


. Distinct pronunciation of words and notes with proper 


shruti - knowledge, knowledge of rhythm, various 
tals, laykaries. 


. Clear conception of ragas, definition, possessing 


aesthetic potentialities, melodic structure of the ragas, 
acute knowledge of meed, murchhana, abirbhav — 
tirobha, alpatwa — bahutwa with knowledge of co- 
ordinating ragas. 


. Proper and good practice by which he can exhibit a 


beautiful co ordination of swar - laya — bhav rasa and 
create good musical atmosphere. 


. Composing capacity with extempore tan — alap 


avoiding more repetition. The singer should perform 
with natural voice and normal attitude of his body 
organs so that he looks very easy wit the audience 
and entertain the audience with more confidence. 


. Circumstantial selection of raga and keeping in view 


the audience, time and environment. 


. Singer should be in the limit of his voice pitch in three 


tetrachords as no artificial cracking of sound in voice 
to come. 


Demerits 


T: 


2; 


Rough and non — melodious voice of singer mostly 
cannot satisfy the audience inspite of his knowledge 
in the raga and singing. 

Untuned and mistuned voice, trembling voice, nasal 
voice, and singing in mostly by spreading hands, 
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showing various attitude of body will create a bad 
impression to the audience. These are all bad habits 
of a singer. 


3. Wrong pronunciation of notes and words, unable to 
perform clearly and transparently the raga, singing 
un -rhythmic way, repetition of same notes several 
times in improvisation and tans are all demerits. 


4. Singing in unsystematic way, unconfidently, lacking 
melody and aesthetic sense of the raga, and unable to 
feel or realize the time, audience and circumstances. 


As directed by the learned book, writers of classical 
music, the above demerits obviously create a bad effect on 
audience and musical atmosphere. But some minor bad 
habits also can be seen amongst few good singers, who 
excellently performs and entertain the audience. 


However, having maximum merits to a classical artist 
solely depends on very good guidance of his guru and 
sincere, intensive practice throughout the carrier. 


Science and Music/Therapeutic Agent 


In this modern era, scientist and various curious people of 
knowledge and science are engaged in researches and 
invention worldwide. They to some extent, now throw their 
attention to sound and music side. The acoustics and its 
various factors and elements are under analysis since ancient 
time and now the impact of musical sound is playing an 
important role in improving happiness, peace, health and 
concentration. 


From history, we have heard about breaking of glasses 
by musical sound. Development of plants, flowers by 
resonating sound and music, effect of rag Dipak with burning 
sensation, raag malhar with cooling effect of rain, attraction 
of animal, snakes, birds on musical sound, even a metalic 
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gong instrument when sounded by wooden hammer can 
produce rays in darkness in cave area. The architect of Ajanta. 
Ellora with very acute craft took the help of sangeet too. In 
greek mythology and greek litreture by orphans, describe 
the influence of music can make the tidal waves of sea and 
storm to calmness. 


Music therapy have a very good result on certain disease 
of man. With proper diagnosis and systematic application 
of music, patient can get a greater relief as proved by doctors 
in several cases. Music was used as a therapeutic patient in 
ancient times and regarded as yoga system, the sonorous 
sound of which acts upon the human organism and awakens, 
develops their functions to extent of self-realization. Since 
the Indian Music is melody oriented and melody comes from 
ragas found to be very effective in curing diseases. 


Practice of Indian music in proper way, accelerates the 
respiration system, influences internal secretion, improves 
muscular activities, affects central nervous system and 
circulating systems of both the singer and listeners. The 
metabolic activities within the body increases by music. The 
Indian ragas have healing effect as experienced from time to 
time by many doctors to his patients. Ragas have the power 
to stimulate the brain, ease tension and remove the fatigue. 
The effect of music therapy depends upon various factor- 
mental condition, environment, selection of music etc. 
Instrumental music with proper intonation and with limited 
pitch played in hospital wards to remove certain tension of 
patients. Different ragas, rhythm, volumes, melodic 
structures are used for different diseases as and when 
required, because impact of the ragas directly or indirectly 
set rights the imbalances in the brains sometimes. 


Both performer and listeners are benefitted in music 
therapy of their ailments neurologically and mentally. It 
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serves as an alternative medicine in speech problem, 
respiration system, hyper activity and enhancing 
concentration and memory at the same time reduce stress 
and strain. In our vedic period also music was regarded as 
an alternative treatment of controlling negative aspects of 
our personalities as worry, tension, bias, anger, excitement, 
headache, abdominal pain. Music therapy can help reducing 
high blood pressure and restoring the liver function also. 


Like the changes and rotation of seasons, human life style, 
in our body’s Baat, Pitwa and coughs nature changes. 
Keeping in view that change of nature, our ancient sangit 
achariyas nominated six main ragas, the melodic note 
structure of which influence and removes the bad effect of 
Baat — Putwa and cough to a great extent. 


Morning 3:00 am to 9:00 am ragas cough problem Bhairab, 
Jogia, Paraj, Sohini — ragas 

Midday 9:00 am to 3pm ragas Pitwa ragas Bilawal, 
Ashavari Sarang — ragas 


Afternoon 3 pm to 9 pm Ragas: Baat ragas Bhimpalasi, 
Multani, Patdeep, yaman 


Midnight 9 pm to 3am ragas Pitwa ragas kafi, bageshree, 
Behag, Malkaus, Darbari, Mallar. 


Listening of ragas will act as music therapy and stimulate 
the pituitary glands of the body and whose secretions affect 
the nervous system and blood circulation and create healing 
effect. There is a legend that the great maestro of classical, 
Thyagaraja once brought an almost dead person back to 
normal with his composition. 


On the whole comprehensive study of Indian ragas with 
analysis and research in co — ordination with musicians, 
doctors and psychiatrics. We can achieve the therapeutical 
potentiality of music for healing several problems of disease 
today and lead a peaceful life. 
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72 thaats of South Indian Pandit Venkotmukhi’s and 484 
ragas from those Thaats 

From veteran composer of “Chaturdandi Prakashika”, 
Pt.Venkotmukhi of South India we know, by permutations 
and combination system how 72 thaats and 484 ragas have 
been created. At the end of seventeenth century, he proved 
that with 12 notes of the octave including tar ‘Sa’ by dividing 
in two tetrachords lower and upper, each having 4 notes, 72 
thaats can be obtained as follows- 


First of all he laid out 5a Re Re Ga Ga Ma Pa Dha dha Ne 
Ne sa and divided into two as Sa Re Re Ga Ga Ma and Pa 
Dha Dha Ne Ne Sa. Keeping out tibra madhyam aside, having 
six notes in each part. As per his formula 4 notes to be present 
in each tetrachord. 


Lower Tetrachord Upper Tetrachord 
1. Sa Re Re Ma 1. Pa Dha Dha Sa 
2. Sa ReGa Ma 2. Pa DhaNe Sa 
3. Sa Re Ga Ma 3. Pa Dha Ne Sa 
4. Sa Re Ga Ma 4. Pa Dha Ne Sa 
5. Sa Re Ga Ma 5. Pa Dha Ne Sa 
6. Sa Ga Ga Ma 6. Pa Ne Ne Sa 


He put Sa and Ma in first six combination in lower and 
Pa — Sa in second six combination in upper tetrachords 
compulsory. Then he combined the tetrachord as (1+1), (1+2), 
(1+3), (144), (1+5) and (1+6) and so with 2, 3, 4, 5, 6of lower 
one by one with upper tetrachord like first one and got 6x6 
= 36 thaats. 
Like 1. Sa Re Re Ma Pa Dha Dha Sa 

2. Sa Re Re Ma Pa Dha Ne Sa 


3. Sa Re Re Ma Pa Dha Ne Sa 
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4. Sa Re Re Ma Pa Dha Ne Sa 
5. Sa Re Re Ma Pa Dha Ne Sa 
6. Sa Re Re Ma Pa Ne Ne Sa 


Keeping first part unchanged and joining second parts 
six variations (2+1), (2+2), (2+3), (2+4), (2+5) and (2+6) 


The structure of the that in view of notes comes like:- 
1. Sa ReGa Ma Pa Dha Dha Sa 
2. Sa ReGa Ma Pa DhaNe Sa 
3. Sa ReGa Ma Pa Dha Ne Sa 
4. Sa ReGa Ma Pa Dha Ne Sa 
5. Sa ReGa Ma Pa Dha Ne Sa 
6. Sa ReGa Ma Pa Ne Ne Sa 


This is a mathematical process. By changing the position/ 
quality of notes i.e. flat and short six new thaats will come 
out 


12 + 6 = 18 and then 18 + 6 = 24, 
24 + 6 = 30 and then 30 + 6 = 36 


In this mathematical progression if tibra madhyam (M) 
which has been kept aside, be added then another 36 new 
thaat will come out and on adding we can get 36 + 36 = 72 
thaats from the octave according to Pt. Venkatesh Dikshit, of 
course all these thaats (72) are not in vogue in the southern 
part. Only around 19 thaats are in vogue now a days. 


By his formula one thaat can produce 484 ragas by 
analyzing Audav, Shadav, Sampurna jati ragas and their 
subdivision as— 


Audav — audav jati 5 notes ascending and descending 
Audav — Shadav jati 5 ascending 6 descending notes 


Audav — Sampurna jati 5 ascending 7 descending notes 
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Shadav — Shadav jati 6 ascending 6 descending notes 
Shadav — audav jati 6 ascending 5 descending notes 
Shadav — Sampurna jati 6 ascending 7 descending notes 


Sampurna — Sampurna jati 7 ascending 7 descending 
notes 


Sampurna — Shadav jati 7 ascending 6 descending notes 
Sampurna — audav jati 7 ascending 5 descending notes 


From Sampurna — Sampurna jati (7 notes both sides) can 
create only one raga. (1) 


Sampurna- Shadav (7-6notes) can produce six ragas 
having six times changing. Six notes as— 


1. Sa Re Ga Ma Pa Dha Ne Sa Sa Ne Dha Pa Ma Ga Sa 
. Sa Re Ga Ma Pa Dha Ne Sa Sa Ne Dha Pa Ma Re Sa 
. Sa Re Ga Ma Pa Dha Ne Sa Sa Ne Dha Pa Ga Re Sa 

. Sa Re Ga Ma Pa Dha Ne Sa Sa Ne Dha Ma Ga Re Sa 
. Sa Re Ga Ma Pa Dha Ne Sa Sa Ne Pa Ma Ga Re Sa 

. Sa Re Ga Ma Pa Dha Ne Sa Sa Dha Pa Ma Ga Re Sa 


Similarly Sampurna-audav (7-5 notes) jati can create 1 


ON A FF C N 


In same types of variations one after another in 
descending. 

Shadav-Sampurna (6 — 7 notes) jati will get (6) by the 
process keeping one by one six notes off as above. 

Shadav-Shadav (6 — 6 notes) jati create 

By the process because both ascending and descending 
sides can be put off one by one 6x6 TIMES. 

In Shadav-Audav (6 — 5notes) jati variations will be 6x15 
in both ascending/descending and will produce 6x16= 90 
ragas. 
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In Audav - Sampurna (5 -7 notes) 15 ragas can be created 
by the process because the variation to be in ascending only 
1x15= 15 ragas. 


Audav — shadav (5-6 notes) 15x6=90 ragas can be 
composed by the process of Pt. Dikshit 


Audav — audav (5-5 notes) jati in this way will create 
15x15 = 225 ragas. 


So with the above process of mathematical calculation of 
Pt. Venkatesh Dikshit, the number of ragas= 
1+6+15+6+36+90+15+90+225=484 from one that and 
ultimately from 10 thaats 4840 ragas can be created. 
Obviously, in view of entertainment/pleasure, not all the 
ragas will succeed. 


In this mathematical process of creating 72 thaats and 
484 ragas from a thaat, Pt. Venkotmukhi had some principles 
of thaat and notes. 


He agreed that thaat (scale) should be always of seven 
notes and no two status of a note to be applied at a time. 


The notes should be serially one after other but Pt. 
Venkatmukhi again accepted that two status of one note can 
be applied at times in view of the names of Carnatic notes 
though it will be contradictory in North Indian system of 
notes. 


In respect of notes(Swar) and jati, the ascending and 
descending treated on same because thaat can be identified 
only on ascending or descending only. 


Characteristics of swar (notes) according to Pt. 
Venkotmukhi 


He also agreed 12 notes (Shuddh — Vikrit) in one octave. 
But few notes (Swar) given two names and to be used as 
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required. As for example, in some thaat he nominated two 
Re as shuddh Re and chatushruti to be regarded first Re as 
Re and second Re as gandhar. 


If two ‘Ga’ applied, then first one will be Shaat shruti Re 
and second one antar gandhar. In regard to names of notes 
(swar) North Indian system has changed more in comparison 
to south Indian system which has maintain the old system 
to some extent. 

Similar type of thaat composition by mathematical system 
was also introduced in north Indian classical musie but here 
the total number of thaats being 32. 


The octave Sa Re Re Ga Ga Ma Pa Dha Dha Ne Ne Sa 
was split up into two with 4 notes in each tetrachord. 


1. Sa Re Ga M 1. Pa dha ne Sa 
2. Sa Re Ga M 2. Pa dha ne Sa 
3. Sa Re Ga M 3. Pa dha ne Sa 
4. Sa Re Ga M 4. Pa dha ne Sa 


Now mixed up no. 1 of lower tetrachord with that of 4 
nos of upper tetrachord one by one and similarly with 2, 3, 4 
also creation 4x4 = 16 thaats in following manner. 

1. Sa re Ga M P Dha Ne Sa 

2. Sare Ga M P Dha Ne Sa 

3. Sa re Ga M P Dha Ne Sa 

4. Sa re Ga M P Dha Ne Sa 

The above 16 thaats with Shuddh Madhyam and by 
inserting tibra madhyam in its place another 16 thaats can 
be obtained so total number of thaats would be 32. Now in 
modern time the number of thaats are 10 only as under, with 
caranatic similarity. 
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Hindustani Carnatic 


Dhir-shankara varan 
Mech Kalyani 
Kharaharapriya 
Natbhairabi 
Mayamalabgauda 


Bilawal 
Kalyan 
Kafi 
Ashavari 
Bhairab 
Bhairabi 
Khamaj 


Hanumat Todi 
Harikambhoji 
Kambardhini 
Gamanpriya 


Purvi 


1. 
2: 
3. 
4. 
5. 
6. 
7. 
8. 
9. 


O g0 NONA o Maka 


Marwa 
Todi 


= 
= 
= 
> 


Shubhapantabarali 


Comparison of notes (Swar) of Hindustani and Carnatic 
system of music and other styles. 
Similarity 
1. 22 Shruties have been agreed in both system of Indian 
Music. 
2. 12 notes in an octave in both systems. 


3. Names and places of the mximum notes are also same 
except few changes. 


4. Principles of thaat raga system prevail in both systems. 


5. In both the systems, alap, taan and vandish (chiz) are 
sung and played. Out of 12 notes thaat created and 
from thaat to raga in both systems. 


Differences 


1. The lowest pitch of note is regarded as natural 
(Shuddh) in Carnatic system but in Hindustani it is 
flat or komal swar. 


2. Vikrit swar (note) in Carnatic system is higher than 
its natural status but in Hindustani its lower except 
tibra madhyam. 
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3. Uttari padhati having 10 thaats for ragas but dakshini 
having 72 thaats of Venkatmukhi. 


4. The names of some notes are different in Carnatic 
system with Ga Re and Dha having two names where 
as Hindusthani system only one name of a note 
agreed. 


5. The placement of the notes in Carnatic system has 
been fixed in last shruti where as in Hindustani in 
first Shruti. 


6. The natural octave in dakshini paddhati i.e. thaat is 
Kanakangi but in uttari it is Belawal. There is no time 
cycle of Carnatic Paddhati like Hindustani Padhati. 


7. In Carnatic system 7 tals in five jatis total = 35 but in 
Hindustani Paddhati tals are not limited. 


8. The system of pronunciation of swars voice rendering 
are also different and the language of geet composition 
are different as Kannad, Telugu, Tamil in South Indian 
and Hindi, Brij, urdu, marwadi, Punjabi etc in North 
Indian. 


North Indian Komal Re and Dha South Indian Shuddh 
Re and Dha, accordingly natural octave becomes 

Sa Re Ga M Pa Dha Ne - Carnatic 

Sa Re Re M Pa Dha Dha — Hindusthani 
Gharanas (stylistic School) of Khayal Gayaki in Indian 
Music 


Amongst the old and veteran Khayal maestros of our country, 
some extraordinary and famous khayal singers and 
composers were there who established a remarkable style of 
khayal singing in a specific style with asthetic genius called 
Gharana or Stylistic school of performing classical music. 


The way those Ustads practice and render lessons to their 
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sons, relatives and disciples (chelas) ultimately becomes 
famous as Gharana by the name of that ustad or place and in 
this several Gharanas came to existence in our country. 
Mainly five Gharana are famous and few more have been 
appeared after that. 


Namely 1) Gwalior Gharana — Founder late Nathan 
Peerbox, grandfather of Haddu Khan, Hassu Khan regarded 
as oldest Music Gharana. So far the family and heirchy of 
this Gharana is as under. 


Their disciples so on — Bishnu Digambar Puloshku, Pt. 
Onkarnath Thakur, Vinayak Rao, Pattavardhan, Narayan Rao 
Vyas, Beena Sahasrabudhi, Ulhas Kaushalkar etc. 

The speciality of this school (Gharana) 

(a) Open voice, gorgeous sound and Dhrupadanga 
Khayal. 

(b) Straight and Sapat Tankari, laydar, bol application of 
Gamak. 

(c) The distinctive feature is lucidity and simplicity. 


2) Jaipur Gharana “Manarang” was regarded as the 
founder of this Gharana. Later his family/relative 
Muhammad Ali Khan and his son Ashik Ali Khan played an 
important role in spreading this style of singing. From this 
Gharana Patiala and Alladia Khan Gharana came as sub 
Gharana according to historical information. 


Distinctive Features 


1. Extempore alap, Vakra Taan, distinct voice with open 
sound. 

2. Brief and attractive Bandish with specific style of swar, 
laya and rhythm. 
The maestros family belong to Atraoli and appointed 
in court of Maharaja of Jaipuras such this Gharana is 
also known Atraoli — Jaipur Gharana also. 
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Kishori Amonkar seems to be now the successor of 
this Gharana. 


3) Kirana Gharana:- This Gharana is related to Beenkar, 
Bande Ali Khan. Later, Abdul Karim Khan and Abdul Wahid 
Khan developed and circulated. Wonderful voice rendering 
system of Abdul Kareem Khan in Khayal gayan was 
unparallel. Late Sawai Gandarva, Suresh Babu, Ustad Amir 
Khan were representatives of Kirana Gharana. For the 
present time Gangubai Hungal, Ustad Rajab Ali Khan, 
Hirabai Bordekar are the successor of Kirana Gharana so far. 


Distinctive feature of this Gharana 


1. Emphasizing the improvisation of raga gradual 
development of notes one by one in melodic way. 


2. A specific style of note application and rhythmic 
orientation of tan. 


3. Thumari aung, grace notes with various style used as 
embellishments above or below the main note more 
bole alap. 


Agra Gharana :- The Agra style of Khayal gayaki was 
created by Haje Sujan (son in law of Tansen) as per opinion 
of old musicians. Some are of the opinion that Alakh Das, 
Malak Das related to the creation of this style. However, Late 
Ustad faeyaj Khanwas the remarkable person behind the 
development and spreading of this style of Agra. Few learned 
man also remarked that Gagge Khudabuksh took talim from 
Nathan Pir Buksh of Gwalior Gharana and later on settled 
in Agra, so some sort of similarity with Gwalior Gharana 
observed in Agra style. At present Bilayat Hussain Khan is 
regarded as the representative of Agra style. 


Speciality 


1. Nom - Tom alap, open voice with strong rendering. 
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2. Dhrupad style alap, Dhrupad and Dhamar gayan 
specialization beside Khayal. 


3. Bole taan with specific technique rhythmic and 
vigorous manner. Grandeur and forcefulness mark 
Agra style. 


Delhi Gharana- Tanras Khan founded Delhi Gharana 
after the downfall of Mughal empire and his son Umras Khan 
developed this gharana. Later on Chand Khan became the 
successor of Delhi style. 


Special feature of Delhi Gharana 


1. Differenttypes of tankari, mixed tan, vakra tan, fandey 
ke tan, jhula ke tan, jhakoley ke tan etc. with 
application in first rhythm. 


2. Colourful and attractive bandish with various style 
of Vilambit Khayal and Drut Khayal. 


3. Tal and laykari skill, aakar tan with clear sound. 


4. Good melodic structural beauty in producing swar/ 
notes. 


In addition to above main gharanas of vocal, few others 
are also there in vogue in this country, may be sub — gharanas 
appeared out of transformation and shifting of maestros, 
Ustads from one to another or vice versa. As for example 
Patiala Gharana, Rampur - Sahaswan, Mewati, Bhendi — 
Bazar, Amir Khan, Kumar Gandharva etc. 


Patiala Gharana- said to be an offshootof Delhi Gharana 
of Ali Baksh and Fateh Ali Khan (Allu — Fattu) whose father 
Kale Khan, a sarengi vadak learnt Dhrupad from Behram 
Khan of Jaipur and Khayal and Haddu Khan of Gwalior. 
Successor at present time — Parveen Sultana, Pt. Ajoy 
Chakravarty and so on. 


Rampur-Sahaswan- Established by Enayat Hussain 
Khan, son-in-law of Haddu Khan of Gwalior and learn from 
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him and Bahadur Hussain Khan and settle down in Rampur 
under the patronage of Nawab of Rampur. Enayat Khan 
hailed from Sahaswar village so the traditionally Gharana 
was named as Rampur — Sahaswan. Few successor such as 
Ghulam Shiraz, Ghulam Fariduddin, Sujat Hussain and 
others. 


Mewati Gharana- It’s fonder Ghagge Nazir Khan 
belonged to Berala in Mewati region of Haryana (Alwar state) 
and named as Mewati Gharana. Ghagge Nazir Khan was 
the disciple of Bade Muhammed Khan of Gwalior Gharana. 
Later on developed by Chiman Lal and Nathulal disciples of 
ghagge Nazir Khan. In spite of some speciality of Sapat tan 
and merkhand this gharana can also be the offshoot of 
Gwalior Gharana. Present Successor — Pt. Jasarag and his 
disciples. 


Bhindi Bazar Gharana- It was founded by three brothers 
Ustad Chhajju Khan, Ustad Nazir Khan, Khadim Hussain 
Khan at the end of nineteenth century in Bhendi bazaar area 
of Mumbai. They belonged to Uttar Pradesh and learnt from 
Enayat Hussain Khan and Dilawar Khan of Rampur — 
Sahaswan Gharana. Ustad Aman Ali Khan, Anjanibai 
Mulpekar are great singer of this Gharana. 


Amir Khan Gharana- Amir Khan specific style of singing 
named this gharana though it can be said that it is co- 
ordinated and linked with Kirana Gharana, Bhendi Bazar 
Gharana, Indore Gharana as per Amir Khan’s learning from 
different corners from sarangi player he switched on to vocal 
as per his father Samir Kan’s will who settled at Indore, learnt 
vocal music in Bhendi Bazar Gharana. The influence of these 
musicians, Ustad Wahid Khan, Ustad Rajab Ali Khan of 
Kirana Gharana and Amanat Ali Khan of Bhendi Bazar 
played an important role for ustad Amir Khan and overall 
his music consciousness to appear as an extra ordinary style 
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of singing in Khayal gayaki of Ustad Amir Khan. 


His disciples singbandhu brothers, Kankana Banerjee, 
Ustad Rashid Khan emulated his style. 


Kumar Gandharv 


Kumar Gandharv, actually named Shivputra Komkali born 
in a village, Belgaum in Mumbai and from the age of six he 
was so music sensitive can sing any classical Song on hearing 
almost proper way. He learnt music from Panchakhari bua, 
fan of Ustad Adbul Karim Khan and later on placed under 
tutelage of Prof. Dedhar in Mumbai for long 11 years who 
tought him style of singing of various schools. But Kumar 
Gandharva did not continue the traditional system of singing 
Khayal by different gharana and changed it to his special 
style though critised by many musicians. He believed the 
strict of gharanas can mostly spoil the emotion and aesthetic 
sense of the raga by mercly following the grammatical rules. 
So he adapted special type of voice recording, introducing 
some flexibility in producing, composing good text of 
bandishes etc. He collected all the goods from different 
gharanas and fabricated in a beautiful manner which is totally 
different from any other gharanas. 


Kumar Gandarva was very much talented musician, 
good thinker and also a very good performer. In spite of that 
it continues maximum height in this field due his handicap. 
Kuamr Gandharva’s Son, Mukul komkali and daughter both 
will keep his tradition. 


Audience of classical music in India in decreasing trend, 
its future 

In this modern era of globalization, advance technology and 
speedy life, the mindset of youth and of course every one 
has changed. Every one is in search of obtaining quickly the 
result of everything. May be education, job, culture or socio- 


Sangeet 71 


economic sectors motto is, do things as early as possible and 
there by loosing patience. Huge growth of population, 
unemployment, high market price of every commodity, 
political and social crisis have created a restless and awkward 
situation which affected the classical music. 


Our cultural diversion in regard to classical music has 
also been affected by Western music — pop, rap, fusion, 
orchestra etc. classical music requires a certain duration, 
patience, long practice and sacrifice. Most of the audience 
diverted to light music, pop, rap, orchestral side, filmy song 
and other forms. The artists of music, for earning their 
livelihood adopting short cut method after getting a little 
classical training switch on to light music to earn quickly 
and get frequent programmes instead of decades practice 
and learning of classical music and gain popularity. 


Influence of fusion, commercialization and marketing of 
classical programmes degrades the Hindustani classical 
music to some extent. Learning of classical music, obtaining 
diplomas and degrees are not job oriented. So parents prefer 
higher technical/vocational education for their children and 
run after good school, colleges, securing top ranking marks 
and get good salaried job first, which the classical music 
cannot give. The current generation is in dilemma as to what 
way they should proceed. 


Classical music requires a peaceful environment, good 
audience, patience in both performer and audience, which 
are absent now. Music has become an entertainment only 
where the aesthetic sense and good effect are absent now. 
Orchestrial music with very high pitch and heart rending 
sound only gather the audience in large numbers. Music is 
dynamic and may change with the passage of time but the 
classical music with its traditional form also can be reinovated 
within the melodic structure of raga and printed, because 
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our classical music is having an eternal power to impress 
every audience by its enchanting melody. 


Our great maestros even now conducting musical 
prograammes (classical) in vocal and instrumental in foreign 
countries successfully arranging classes. Music workshops 
teaches so many in abroad, then why cannot have audience 
and programmes in our own country. 


The herculean task is that our government and classical 
artists guild should organize music programmes, workshops 
in different corners of the country and inspire the upcoming 
artists of classical music and motivate the audience, 
explaining the importance of classical music. 


The hard labour, sacrifice and good training (systematic) 
can definitely produce good artists but honest endevour and 
moral support required from the govt. and society at large. 
Fundamental and potential quality in learning and hearing 
music can turn the mind of young generation to develop 
morality and culture to a great extent. Now a days there is a 
culture in audience to make their wards a machine of huge 
money earning by giving them higher to highest degrees of 
education in suitable faculties and nothing else to lead a 
fashionable life lavishly. Only culture of classical music in 
society will be able to restore a good moral character among 
the young generation and thereby classical music will create 
a good atmosphere throughout the country. 


Raag-Multani 
Derived From Todi Thaat, Vadi (Sonant) Pa 
Samvadi (consonant) Sa, Jati Audav — Sampurna 
(Re Dha excluded in ascending) 
Time-4" part of the day 
Notes (Swar)Re Ga Dha Flat & Ma (Tibra) 
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Gandhar with touch of Tibra Madhyam usually applied 
for proper identification of raga. 


Aroh(ascending) Sa Ne Sa Ga Ma Pa Ne Sa 
Abroha(descending) Sa Ne Dha Pa Ma Ga Re Sa 


Pakad(characteristic Phase) Ne Sa Ga Ma Pa Ga Ma Pa 
Ga Re Sa 


Multani (bandish) Drut Ektal (12 mantra) 
Sthayee (1% part) | Govinda Gopal Nand Ke Lal 
Manmohan Shrigiridharan 
Murali Ke Bajaeya. 

Antara (24 part) Murali dhun Sune Gopigana 


Bisaragayee apno tanmana 


Nachata ta-ta thaiya. 
Raga Shankara 

Derived from that — Bilawal 

Vadi-G Samvadi- N 


Jati Audav - Shadav/ Audav - Audav (M and Re in both 
ascending / descending excluded but Dha curved and weak) 
Sometimes Shudha Re in descending a little. 


Notes applied — all natural 

Time — 2" part of night 

Aroha: sa Ga Pa, Ne Dha Sa 

Abroha: $a Ne Pa Ne Dha $a Ne Pa G P G Sa 

Pakad: Ga Pa Ne P, Ga Pa Re Ga — Sa 

Chiz (Trital) 16 Matra Shankara 

]*Part Binati Suno Meri Bighna Vinayaka 
De Sadbudhi Sada Sukhadayaka. 
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2d Part: Dhyan Gyana Shubho Shakti Bhara De 
Kripa Sindhu Sundara Sabalayak. 

Raag - Bivas 

Derived from Bhairab thaat. 

Vadi Dha (Sonant) Samvadi R (consonant) 

Re and Dha flat rest 

Natural Time Morning 

Aroh: S R GP Dh $ 

Abroh: $ Dh PG RS 

PaKad: DH PGPDhPGRS 

Chiz — Bivas - Trital 


Sthaiyee 
Jago Jago Saba Jana aba Jago 
Bhaye Prabhat Guru Vandana Lagyo. 


Antara 
Ati Sukhad Ati Madhumaya Mahurata 
Sartheka Hobey Kam Saba Guni Manata. 


Raag Darbari Kanada 


This dignified raga has been derived from Ashawari thaat 
and as people's say on tradition it has been created by Miyan 
Tansen of Badsah Akbar's court, so Darbari and probably 
from South Indian Kannad area. However this raga has 
special type of dignity and structure of melody with vibrto 
notes G and Dh with mostly improvised in lower and middle 
register of the octave. 


Sonant (vadi) R, Consonant (Samvadi) P 
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Jati Sampurna — Shadav (On descending Dha excluded, 
G croocked) 
G Dha N flat, rest natural 
Late night raga. 
Aroh: NS, R, GMR,S, M, P.Dh NS 
Abroh: S, Dh, N, P,M P,GMR,S 


Bandish — Trital 
Sthayee 
Damaka Damaka Dama Damaru Ata Baje 


Debadidev Sang Parvati Biraje 


Antara 
Naad Brahma Aur Tal Chhanda Mein 
Anupama Sangit Se Kailash Gunje 
Raag — Tilak Kamod Trital 
Derived from Khamaj thaat, this raga is mostly ‘Dhun’ 


oriented. Vadi ‘R’ Samvadi ‘P’. Jati: Shadav — Sampurna (in 


ascending Dha excluded). Its movement is crooked, not 
straight. 


Notes applied in this raga are all natural co-ordinating 
raga — desh, sorath etc. 


Time: 2™ part of night. 
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BANDISH WITH NOTATION OF RAGAS 


Raag: Bihag 
Thaat/scale- Bilawal 
Vadi/sonant—G 
Samvadi/Consonant—N 
Jaati/ category—Pentatonic—Heptatonic (Aurab- 
Sampurna) 
R & D excluded in Ascending. 
Time—2nd part of Night 


Tibra Madhyam (M)is used a little in descending for melodic 
attraction; but can be sung without tibra madhyam also. 
Ascent/ Aroha SN S GM D, N, $ 

Descent Abroha $, N, D P, (M D) GMG,--R S 
Characteristic Phase :- N, S G,M P--,GMG--RS 
Chalan:- S.. N,SG...S NSGMP-- 


GMPMG--S, NP-NS-- MG- 
PMGMG-S GNDN, P-GMPN 
S- NSG-S-N,P-MP- 


Bihag—Trital (Modhyalaya) 
Sthaiyee -  Natabara Giridhara Krishna Kanhaiya 
Nachata Tatathia Tathai Ta Taiya. 
Antra — Murali Adhara dhara Gopin Sanga Kara 


yamuna taata para Rasa rachaiya. 


SMGP 
Na ta ba ra 


2 
GMGG 
nai s ya s 


x 
NNPM 
Kri S Sna Ka 
RN $G RS NS [ND PM GR SS 
Ta Thai ss ta 


x 


Thai ss ya ss 
2 


NPNS 
Go S Pi na 


SN DP GMP 


Ras ss sa ra 


SN DP MG RS 
Chaiss ya ss 


PN SG R$ NS ND PM GR SS 
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PNNS 
Gi ri dha ra 


0 
GM PP M| GR SNS 
Na S cha ta Ta ta thai S 


Raag—Malkaush 


Scale—Bhairabi, Sonant—" M", 


Consonant—"S" 


Category /Jaati Pentatonic/ Aurab. R & P Totally excluded. 


G, D, N Hlat. Time- Mid night. 
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Ascent- S, GM, D, N, $ 

(Aroha) 

Descent- SNDMGS 

(Abroha) 

Characteristic Phrase- M GM GS-,D N SM 
Improvisation - S, G M, G M CSDN Gees 
MDNGS--MGS DNSM--GMGS 
GMDNDM-,GMDNS--NGS- 


DNDMGMGSDNG-S$--- 


Malkaush—Rupak—Drut laya 
Sthaya - Chhum Chha nana chhum nana 
Bahe ghunghara Baje Rae 
Antara — Sakhiyana Sanga chaley Rahika 
Shyam milana Brindabana aaj Ree. 


S $ GIS NIDMG G M G Gss 
Chhu M chha| Na na| na na Chhu M chhajna na ja na 
0 2 3 0 2 3 
x x 


S G G|SS|N DNI|S S GIMD NS|DN $$ 
Ba s je | ghu n| gha ra ||Ba s je|Ras ss |ss s 


0 2 3 0 2 3 

x PM " EM 
G G MID DIN WN |/$:8S|/G NIS 8 
Sa kha ya | na s | san ga ||cha ley| Ra s [Dhi ka 
DDNI|ISM|IMM ||GGM/G |S $ 


Shy a m |M e |La na |[Brin da pa na | a j 
M D N| MD NS|RN $$ 
Ree | ss ss [ss ss 
0 2 3 


x 
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- $ $ G |SGSNDM 


x 0 3 
NS NN DN DMI G M DN SS 
Chus nas chu naka li yaa SN i 
Bandish 
— Sthayee — 
Aaja morey ghara Ayere 
Tans: — balama- 


una sanga aba main 
SG MG SN DN SG MM GM GS \ karun ranga raliyan. 


MG MG MG SN DN SN DN $s 
: : N N Preeta lagi 
SG MD NS DN SN DM GM Gs | °° “aba Ranga soun, 


GN DN $G $N DN DM GM Gs | Darun harawa, Chunaa 
ACA ~~ L chunaa kaliyaw. 


MG SG DM GM ND MD &N DN G5 N ND MG $N DM GM GS 


80 Sangeet 


Raag—Purbi 
Scale—Purbi, Sonant note—'G' Consonant—‘N’ 
Jaati (category)—Heptatonic (Sampurna) 
R—D Flat, both M’s (Shudh & Tibra) Rest natural. 
(shudh 'M' to be applied in descent only?) 
Time - evening hrs 


Ascending/Aroha : S N R G M P, - 
Descending/ Abroha : SN,DP.M-G,RG 
Character: P DMG,MG ,RGR,S- 


Vistar: S N, N, N, R, S- NRG-MG- 
RGRS- MDPMGMG- 
RGRS--MDN,RS-MG 
MDN,NDPMDN,S-NRS 
NRGMGRS-NRND PMGMG 
RGR 5 

Poorvi—Trital Madhyalaya (Bandish) 

Sthayee - Sumirana kara mana Ram nam ko 

Jake kripa nara par Payenge. 


Adhama udharma yasha vistarana 


Kripa karana dukhaharana Sukhakarana. 


NRND | PMGM 
Su mira na | kara ma na 
x 2 0 3 
G-RG |MGRS INRGM |PDPP 
Ras ma na| SM kos |Ja S kekri |S Pana ra 
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MGMG |RGRS 

Pa S ra Pa |S ye ng e 
MMGG MMDN 
Adhamau | dhas rana 


$-$5 NRSS 


ya sha vis |ta s ra na 


Ha ra na Su | kha kara na 


2 


Tans:- 


NR GR GM DN SN DP MG R$ 


PD PM GM GR MG MG RG RS 
GR NR GM DN SN DP MD PP MD NR GR SN 
SN DP MG RS 


NR GG RS NS MD NN DP MP 
NB GG RS NS ND PM GM GG 


Raag—Bhairabi 
Scale—Bhairabi, Sonant—P Consonant—S 
Category /Jaati—Heptatonic (Sampurna) Time Morning 


but can be sung & played any time due to Dhun type 
raag. RG DN = Flat, Rest- natural 
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Ascent: SRGMPDNS 

Descent:S NDPMGRS 

Characteristic Phase/pakad. M,G, SRS, DNS- 

Rag Vistar — S R S, D N S--NSGMPDP 
GMGRSDNS--GMPMG RS-GMPDN 
PDNS,RGRSNDPM,G RS 

Chiz :—Bhairab = Trital = Madhyalaya 

Sthaiyu : Dagara Chalata Chhede Shyam Sakhiri 


Main Dungi Gaari Nipata anari. 


Antara: Paniya bharata mori gagar phori 


Nahaka bainya morori jhakajhori. 


na sss ris 
2 


NS RS ND P 
TN NEY NS 


Pho ss ri s 


GRSS 


Raag—Ashawari 
Scale—Ashawari, Sanant (vadi)—D Consonant = G 


Category (Jaati) Pentatonic—Heptatonic (Aurab - 
Sampurana) 
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G D N are Flat, rest natural. In ascent GN excluded. 
Time—Ist part of the day. 


Co-ordinating raag—Jaunpuri. 

Ascent—S RM PD $ 

Descent — SN D, P, MG, R,S 

Character Phase—M, PDMPGR,S,RMPNDP- 
Improvisation- S - R MP-G-RS,R 


REDIGO Dee 
DMPGRS,MP 
GRS--RMPN 


GRS RMP- 


DMPDSRNDP 
DP 
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Badish — Madhura Madhura Dhuna Murali bajawabe 
Kunwara Kanhaiya, dhitha langarawa 
Dhuna suna sakhiyan righi unapara 
gwala bala bhuley saba Sudhatana 
Madhubana beach jaba tan sunawbe. 
MMPS GGRS | RMPP 
Ma dhu ra mą dhu ra dhu na} Mu ra liba | ja sabes 
GGRS SGRS |NDPP 
Ku wa ra ka i Dhis thala | ngara wa 
0 x 2 
MMPP SSSS |5-$$ 
Dhu na su na| Sa khi yaan | Ri j jhi s u na pa ra 
D-DS GGRS |NDPP 
gwa - la ba layssa ba | su dha ta na 
PPGG RRSS |RNDP 
Ma dhu ba na| be cha ja ba | Ta s na su | Na a we s 
0 2 
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Raag—Marwa 

Scale—Marwa, Vadi—R Samvadi D, Jaati - Shadav 

- Shadav (P is totally excluded) R Flat M tibra. 

Shadaj (Sa) is avoided mostly or applied in a curved way as 

NDS-orNRS-. 

Time—Sunset raag (Sandhai prakash) 

Aroha-N RGMDNRS 

Abroha-R, ND MGR ND, S —… 

Pakad- D MG RN DRS 

Improvisation— 5- RN DS-MDSDNRGM 
G-DMGMGRNDS---DMGD 
NDRSDNRGMGRS-RNDMG 
RNDS-- 


Bandish—Tintal- Suna shan batiyan sagari ratiyan 
uchata jiya mora dara pawabe. 
Rahata akeli thara thara kanpaye 
jeara unabina larajhata mora 
kase kahun sagara dukha pawbe. 


DDMD|MGRR|SSND | NRRR 
Su una sha na bati yan Sa ga re s Ra ti yan 
Re MGG[ DMDSS| RRRND ND MG 
u cha ta ji | ya a mo ra| da ra a pal as bes 


0 3 x 2 
MMGG|[DMDD|SSSS | SSRR 
Ra ha ta a | ke- li - tharathara| ka - pei s 


DNRG|MGRR | ND | NMDD 


ji ya ras u na bina la ra jha ta | mo - ta ra - 
RRGG |DMDSS| RRNDI|NDMGRS 
kaaseka [hun s sa gal raadukha| Pa w be s 
0 3 x 2 
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Raag—Todi Miyanki Todi 


Scale—Todi, Vadi—R Samvadi D 
Jaati - Sampurna Time—Midday 


RGD flat, M —tibra Rest—Natural 
Aroha-S R GMP MDN S 

Abroha-S ND P MGR S 

Pakad-P D MGR, G,RSDNSRGRS 
Chala-S, NS RGRS DNS -,MDMGRG 
RGRS-SRGMDPMDNDPMGMDN S- 


RGRSNDP-DMGRGRS 
Langara Kankariya ji na Maro 
Mohe angwa laga jaye 

Suna pawbe mori sasa nanadiya 
Douri douri ghara aawbe, langara 
Kankariya jina maro. 


Bandish:— 


85 


x 2 0 3 
=S RS 

P-PP MMPD MG-G |- La nga ra 
ka n kari | ya- ji na | Maaros |s la nga ra 
DDNS [MMPD MG-G | RGRR 
ka n ka ri | ya - ji na | Ma a ro - |- - Mo hey 
SRGG|MMPD|MGRS | -SRS 
a nga wa a| — — La ga | Jaa ye- | — La nga r 
0 2 x 3 
MMGG|MMDD| $-88 | NR58 
Su na Paw - | be s Mo ro} Sa -sa na na di yan- 
SRGGG|RGRS | NDND| PPMD 
Do u ri dou | sri gha ra asas |we Lan gara 
MMPD|MG-G| RGRS |-RRS 
kan-kari |ya s ji na masros | sLangara 
0 2 x 3 
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Rag—Bhairab 
Brief Discription of the Raag:- 
Thaat/Scale/Parent Scale—Bhairab. 
Sonant (Vadi)—D (dha komal) 
Consonant (Samvadi) R (R komal) 
Jati—Sampurna (All notes applicable) 
Time of singing—Early morning 
R & D komal Rest all notes shuddha. 
Ascent (Aroha)- S R GMPD,N $ 


Descent (Abroha)- S, ND PM, GR,S 

Characteristic Phrase (Pakad)- GMDSSP,G,M,RSSS 
Rag Vistar (Improvisation- SR SS,G, MR RS, DN- 
SRS-G MDS PGMRRSNSGMPDPM 
GMRRSM PGMDDPMPDNSRR-S, 
DSNDP-M GMRRS. 

R & D Notes to be applied with a little vibration (Andolit) 


while improvisation to have the distinctive melody of 
Bhairab. 


Swarmalika/Sarvam Geet (Notes arranged in Rythem 
without word) 


(Tintal) 


Dha Dhin Dhin Dha|Dha Dhin Dhin Dha| Dha Tin Tin Ta | Ta Dhin Dhin Dha 
x 3 
MPGM 
DDPM PDNS 
RRSN S-55 
RRSN SS RRSN 
DN SR GR $ 3 
NA NA UNDA V 
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Lakshan Geet Bhairab (Trital) 


DDNN 
Ga s ya Gu 
GRGM 
ga s ma ne 
G RGP M 
jha ta ma s 
0 

S-SS 
Dha s na gi 


RRSS 


Ho s ta pu 
DDNS 
kha ta a ti 
GRGP 
ga s ya gu 


SRGRS |NSRS 


ni s Ba ra 
RRSS 


RRSS 
re s na ra 
2 

RRSS 
s ba su ra 
NSDP 
ra s swa Ra 


DDPP 
Su n da ra 


MGRS 
ne cha ta ka 
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“aq ere TA TUe 
PAA SE BR TT APT SIS nd 
gra aaa Reta 4p 


fusa ASR ek quu 
Tera ore fena ara det 
YA Ca Gt ma Tp aq 


Bandish of chhota khayal 
HAU 

èn pur da fa ci 

HA ml Ta qs RME 

Teen gaf TA ATA Il 
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Lakshan Geet English Version 


Bhairaba Lachhana gaya gunivara 
Komal sur dhare ga mani sudh kare 
Prata samays rijhata Nari Nara 
Dhaivata hota pradhana jeeva sura 
Rikhava sahachara hota Puraswara 
Malava thaat likhata ati sundara 
Vakto rasa soun gaya guni chatura. 
Sumira sumira sumira prabhu ke nam 
Jasey hobey sab ka kalyan. 
Jake kripa pangu giri langhey 
Andheko sabsuchh darashai 
Sabka mushkil hobey ashan. 
Bandish—Bhairab—Chhota Khayal—Tintal 


SRGR 


Su mi ra Su 


NSGM 
Jas se ho | s be sa ba 
0 3 


MMPP|DDNN 
Ja s ke kri | pasPangs 


D-DD |N-SS 
An s dhe s 

0 

SRGM 

Sa ba ka s 
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Raag—'Kedar 
Scale—Kalyan, Vadi—'M', Samvadi—’S’ Jaati—Aurab 
Shadav 
Time—First part of night. In Ascent R, G & in descent G 
excluded, but some other of the opinion to apply G lightly 
on ascent. Both this madhyams and a little flat ‘N’, at de- 
scent are used. 


Aroha-S,M,MPDPBNDS 
Abroha-S,N DPMPDPM-,RS 

| Kn 
Pakad-MPDPM,-SRS | 
Improvisation-S, R S M-,RSDP-MPDP 
MPS--SM,MBD,BN D-D, M P-S-RS 
DPMPDNDPMPD-MRSM-R-S 
DPMPDM-R_S 


Bandish — Jaun kaise yamuna ke teer eri mayee 
Langara kanha mosey karata dhithai 


Jala varaney main to chali jata rahi 
Beech dagara mosey raar machayee. 


RNSDP| MPDP 

Jaunkaise | yamanake 
M = +5 MGPP |MMMS,|RRSS 
Teer eri Mayee |Langaraka| n ha mo sey 


M P DN S|DPMMRESS MP D P 


ka ra ra dhi| thass ye Ja la bha ra| na - main to 


DNSR |SNDP 
cha li - Ja - ta ra hi 


DNSDP|MMRS 
Ra - ra Ma |chai - ye - 
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Dhrupat—Bage shree—Choutal 
Sthaiyee 


Aye Raghubeer dhir 
Ayodhya nagara ko 
Lankapati hanana kiyo 
Raj diwo Bibhishana ko 


Antara 


Singhasana Para baithey 
Sita Ramachandra Bharata 


Shatrughna chamara Jhulawbe 
Agey Hanumaata veera. 


Sangeet 91 


Raag—Bageshree—G N Flat, Rest Natural 
Scale—thaat—Kafi Vadi—'M', Samvadi—’Sa’ 
Jaati/Category—Aurab—Shadav or Aurab-Sampurna 

‘P’ is used in descent only to some extant, may or may not. 
Aroha~S NDNS,MGMDNS 

Abroha-S ND,MPDMGR,S 

Pakad-MG MGR, S DNSM -- 

Chalan- S, N N D, N - S - MGMGRS 
MDNS,DNGRS,MDND,MGMDNS- 
DNRSNNDMPDMG MGR S 


Jhanp-Tal 


= Bandish-Jhanptal 
ta wo | Mo- hey Aba na Satawo 
SM | M - M | Mohey Pritama 
Pyare. 


Ratiyan Katata Mori 
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Lakshan Geet—'Kafi'—Trital 
Sthai : Kharaharapriya mela kafi madhura Ati 
RNDNPDMP DPMPGRSN 
Antara: P-S Sambad dwitiya prahara Nisha 
G-N Komal Sampurana dikhawata. 


MGRS 


dhu ra a ti 
2 


RNSS 

ha ra Ni sha 
MGRS MGRS 
Ga ni ko s kha s wa ta 
0 2 


Chhota Khayal—Kafi—Trital 
Sthai 
Nita nita nayee Naye Shova Manohara 
Dekho sakhi aawata mero Muralidhar. 
Antara 
Madhura dhuna bajaye natawar giridhara 


Moha liyo saba braja na ree nara. 
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RGRS G PD NDP 
Ni ta ni ta ae sho s va M 
x 
RMNP 
me ro Mura} li s dha ra 
SRS DNSS 
"Giri dha ra 
Mo s ha li 
0 
SR GM PD APM GM PM GR SN 
PD PM PD NS ND PMGRSS 
PD NS RG R$ ND PM GR SS 


DN SP DN MP DN SR GR SS ND PM GR SS 
SR GM GR SS PD NS ND PP SR GM GR SS SN DP MG RS 


Raag—Bhimpalasi 
Brief Description — 
Scale (That)—Kafi; Sonant (vadi)—'M', Consonant 
(Samvadi)—'S' 
Category (Jati)—Pentatonic—Heptatonic (Aurab— 
Sampurna) 


R - D in Ascent omitted fully 
Time—3rd part of the Day about 3 PM - 4 PM 
G - N Komal rest shuddh 

Ascent (Aroha)-S, N SGMPNS 

Descent (Abroha) — SN N,DPBM,GRS 


Characteristic Phrase- N, SM, MPG, M GRS 
(Pakad) 
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Rag Vistar -S - RNS-M,-M,PG,MGRS 
N.DPBMPGMPNPN,S-GMP- 


GMPN,DP-GM,GRSGMDN 
PN,S-NDMPN-DPNS-GRSN 
NDPMPGMP-GM GRS RNSM.. 


Swarmalika—Bhimpalasi—Trital 


NS GM PN DP MP GM GR $9 
SG MP NS GR SN DP MG RS 

NS GM PM GM PN SN DP MP SN DP MG RS 
ND PN DP MP GM PS ND PP MP GM DN DP 
MP GM GR SS SN DP MG RS Bhaja Mana Nisha Dina 


Chhota—Khayal—Bhimpalasri—Trital 


Bandish— Bhaja Mana Nishadina shyama sundara 
(sthai) Sukha sagara Hari siri Radhabara 
Antara — Sakala jagata ke jeebanadhana prabhu 


Karata kripa nita nija bhaktana para 


MGRS 


Bha ja ma na 


x 
PNSR 
su kha sa s 
0 
PNPN 
Sa ka la ja 
SRNS 
ka ra ta kri 


ND PM 
ga ra ha ri 


3 

ga ta kes 

NDM P 
pas Nita 
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PNDP 
Su u da ra 
2 
MGRS 
dha s ba ra 


Raag—Bhupali 
Scale (That)—Kalyan, Sanant (vadi)—G, Consonant 
(sambadi)- D 
Tonic Category (Jati)—Pentatonic (Aurab) M—N omitted 
(verject) 
Time—Ist part of night, Swar—Shuddh. 
Ascent (Aroha) - SR, G P D S 


Descent (Abroha) -S D, P, G, R S 

Characteristic phase (Pakad)- G, R S D, S, R, G--P G 
DPGRS. 

Vistar-5, RD,S--RGRSDPDS, 


RPGRS-G-SD-SR-G-PG 
DPGPGRSGRSRGPD 
P-GPDSDPG RSD 
PGR-SDSRPG--RS 
Lakshan Geet—(Trital) 
Sthaya— Bhupa rupa gambhira Shanta Rasa 
M-N barajita Auraba sa ba gabata. 
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Antra- Ruchira Tritiya Sura Sohata Vadi 
P-G Sangata dhaiwata samavadi 
Geya prathama nisha D S DP GRS D 


5G RS SDSR 

Bhu s paru | s Pa gam bhis Ra sha 
GGPP |DSPP |DSDP 
Manibara |jita aus Ra ba sa ba 
0 3 x 
GGGG |PPSD |s-Ss 
Ru chi ra tio |ti ya su ra [so s ha ta 


SRGR 


Bhupali Jhanp tal (Druta khayal) 


Bandish — 

Sthayee — Ata harashita chita aye shabariya 
Adhara Muralidhar nache tata thaiya 

Antara — Mukuta shisha para kanana Kundal 


Kati pitambar sohe braja ke Basaiya 
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GP DS D RRS 
ha ss Ra i chi s ta 
S -R G- G 
ye s Sa i yass 
GGR DŠ 
ra s Mu j dha s R 


D- P G RS 


ta s ta j ya s s 


2 3 
RRS DDP 


ta s shi PSR 


S- S S -S 
na s na da s la 
GES | S DP 
Pe s tam so s he 
ke ss ba 


Raag—Khamaj 
Brief Description :— 
Scale (thaat)—Khawaj; Sonant (vadi) G, Consonant 
(Samvadi)—N 
Tonic Category (Jati)—Hexatonic—Heptatonic (Shadav - 
Sampurna)—R Swar excluded in ascent. 
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Time—2nd part of night. 

Swar—application—Shuddh N in ascent, Komal N in 
descent, rest all shuddh. 

Ascent (Aroha)-S G, M P D N,S 


Descent (Abroha)-S, NL DP M, G, RS 


Characteristic Phase- N D, MP D MG -R, S 
(pakad) 


Vistar- S GM-PMG-S--N,SGMG, 
PMGRSSNDPDNS-GMNDP 
[GPMG SGMPDNPDN-, $=- 


SNSRSNDPBGMNDPMG--- 
Swarmalika Khamaj 


SGMP|GMND|SNDP|MGRS 


NSGM|PDMG|PSNS|NDPP 


GGMP| DNPD|NNSS/|GRNS 
NSGM GRSM SNDP| MGRS 
2 


Ma yu |ra Ma yuri | Dos | la ta fi ri 
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SG MP GM NN DP MP | Drut Bandish Extal 
GM PD GP MG RS NS Mayur Mayuri firi 

: : Angana me bar-bar 
PD SN PD NS ND PP | Dekhata mana bhaye hamar 
GS GM PD NN DP MG | Sanga saheli nache albeli 
NS GM PD GM PS NS | Gunjata ali aye bahar 


ND PD SN DP MG RS 


Raag—Brindaboni Sarang 
Scale (Thaat)—Kafi, Sonant (vadi)—'R', Consonant 
(Samvadi) ‘P’ 
Tonic Category—Pentatonic (Aurab-Aurab) G - D Swar varjit 
Time—Midday. Suddh 'N' in Ascent & Komal N in Descent 
only. 


Acent (Aroha) - N, S; R M P N, S 
Descent (Abroha) -S N P M R - S 
Characteristic Phase (Pakad)-N, PMR N-S 


Vistar- S RNS, RR MR NS RMPMR 
NPMRN-SMRMPNPNS- 
NSRSNPBMRSNS-NPMR 
N---S. 

Swarmalika/Sargam Geet Tintal (Brindaboni Sarang) 


NSRS NPMNP RRMM |PPMPNS 
2 


RRNS 
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Bandish—Tintal—Brindaboni Sarang 
Sthayee 

Jaya jaya jaya Shiva Shankar Mahadeve 

Pinakadhari hara Tripurary 

Jaga jana dhyan dharata tumarahi. 


Antara 
Triloknath pashupati nath 
Bhutnath Jogesawar 
Jata Shankar Jatadhari. 


0 
Jayajaya 
MPNS| RMRS 


ri ha ra tri pu] Ra ris 
NSR M[ PN$$ INN PM PN SB SN PM RS NS 
ro ss hi ss 
0 

NSNP 

na s tha s|Pa shu pa ti | Na s tha s 

RMRS| RNSS |NSR§& NNPP 
SwasRS 


Jaya jaya jaya Shiva NS 
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Raag—Desh 
Scale /That—Khamaj 
Vadi/ Sonant—R; Consonant.Samvadi— P" 


Tonic Category—Pentatonic—Heptatonic (Aurav- 
Sampurna) 


G - D in ascent excluded. 


Time—2nd part of Night : Both 'N's Acent. Shudda ‘N’ 
Descent Flat ‘N’ 


Rag ‘Desh’ is sung and played in styles—when it comes 
closure to Tilak-Kamod and Jayjayanti Some times but some 
distingtive notes & melody seperates it form other rags. 
Ascent (Aroha)- S R Ma PN S 


Descent (Abroha)-S N DPM,GR,GS. 
Characteristic Phase—R, MPN DPBMGR,-G-S. 
(Pakad) 


(Vistar)Improvisation- 5, R--,G -S RMP, DMGR 
R PMGRGS---RNDPMPN--S-- 
RMPNDPDMGRMPN--S-RGS 
RNDPMGRRGNS PNSR MGR -- 
G9. 


Swaramalika/Sargam geet (Trital) 


NNNSRNSS 


MGRRIGGSS 
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Desh (Trital) Madhyalaya 
RGSR |RRMP |NNSN |$-$8 | 


Ru ma jhu Ma ru ma jhu ma Nu pu ra ma | dhu ra ba je 
PNSR |NDPP | PDMG | RGNS 


Ta la su ra |Sa n gee ta| san ga bi | rasje 
0 3 x 
MPNN|$-5$ RGSS RNSS 


Mri dan ga|ve e nas | Pakhawaja | Su mi la ta 
NSRMJ|GRSS_|NNDPMPNS|ND PM GR GS 


Ruma jhuma - - -------- SR MP NS RS ND RM GR GS 


Reen - RM PN $8 SN DP MG RG S$ 
eee - RN SR ND PD MM GR GG S$ 


Z 
m 
= 
Q 
a) 
A 
z 
Z 
< 
z 
Z 
un 
Z 
J 
5 
< 
G) 
z 
O 
un 


Patriotic Song- 
Desh hamara pyara nyara 
Hum hain Desh ke Lal 
Shish jhukaun bali bali jaun 
Rakhun desh ka man. 
Sach se kabhi na muha phirayen hum 
jhuth se hamesha dur he rahen hum 
Jaruratmand ko madat karen sab 
Aur mil jul kar sab se rahen sada 
Banaye hum desh ko khushhaal. 
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Tal Vivaran 


Rythms/Laykar 
1. Jhanp tal—10 matras, 2/3/2/3 Division/Chhand 
Jheka — 


1 2 
Dhi Na 


x 


3 4 5 
Dhi Dhi Na 
2 


Double One Round (TT) 
( From 6 Matra) 


6 7 
Ti Na 
0 


8 9 10 
Dhi Dhi Na 
3 


Dhi 


x 


Dhi Na 
x 


Dhi Dhi Nal 
2 


Re double (RAI) 


in one round—7% matra 


Dhi Na Dhi Dhi 
0 uu 


ND Nadhi Dhi | ^ Dhi 


x 


Dhi Na| 
x 


Dhi 
x 


Dhi Dhi Na|Ti Na| ss Dhina Dhi Dhi Nati Na Dhi Dhina| 


2. Dadra—6 Matra 313 Chhanda, one Tali, one khali 


Dha Dhi Na 
Jheka— 


Dha 


x 


Dha Tu Na 
0 


Double from—4 Matra— 


| Dha Dhi Na Dha 


x 


Dha Dhi Na Dha Tu na 
Se = Sg —— 
0 


x 
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Re-double from 5% matra 


Dha Dhi Na| Dha ssDhaDhi NDhaTuna 
Se E c NN. 

x 0 
3. Kaharwa—8 Matra, 414 Chhanda, Jheka - 


Dha 


x 


Yee Ye lever we ma 


tae Ge Na Te 


Na Ka Dhi Na Dha 
x x 
Double from 5 matra 


x 


Dhage Nate Naka Dhina Dha 


0 
Redouble 7 matra — 


Dha Ge Na Te |Na ka DhageNaTe NakaDhina Pe 
DI a a ae 
x 0 
4. Trital—16 Matra, 414 Chhanda, 3 Talis, 1 khali 


x 


Jheka -|Dha Dhin Dhin Dhal Dha Dhin Dhin Dha 
x 2 
| Na Tin Tin Ta | Ta Dhin Dhin Dha Dha 
0 3 » 


Double laya from 9 Matra in one Awartan — 


Dha Dhin Dhin Dha 


x 


2 


Dha Dhin Dhin Dha eee DhinDha DhaDhin a 
ka ME a eer Pe 


3 x 


Natin TinTa TaDhin DhinDha pe 
XL UU — 


Chougun from 13 Matra- 


567891011 12 
----i----  |DhaDhinDhinDha DhaDhinDhinDha 
eZ eZ 


2 0 3 


1234 


x 


Natin TinTa, TaDhinDhinDha pha 
SO 
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5. Choutal (Chartal)—12 Matras 2 | 2 Chhand, 4 Tali, 2 khalis 


Jheka -|Dha Dha| Din Ta | Kita Dha [Din Ta |Tete Kata [Gadi Ghene |Dha 
x 0 2 0 3 4 x 
213 415 6|DhaDha DinTa KitaDha |DinTa TeteKaTa aDighena Dha 
| dd —— o ——— c ——á ee 
x 10 12 0 3 4 x 


Double laya—7 Matra 


Redouble laya—10 Matra on ward 


3 4 


0 


5 6 


DhaDha DinTa KitaDha 
ne Do 


2 0 3 4 x 


DinTa TeteKaTa aak ” 


12 


K 


34 
0 


56 
2 


78 
0 


Dha 


K 


3 


KitaDhaDinTa TeteKaTaGaDighena 
A a ap ene. 
4 


Raag—Alahiya Bilawal 
Scale (Thaat)—Bilawal (All noites Natural, (Shudh) except 
Sanant (Vadi)—Dha Flat N on descent in curved way) 
Consonant (Samvadi)—Ga 


Category (Jaati) Heptatonic (Sampurna) Madhyam/Ma weak 
in ascent. 


Time—Ist part of the day. 
Co-ordinating Raag—Bilawal and its varieties. 


Ascent — Sa, Re Ga Ma Re Ga Pa, Pa Ne Da Ne Sa 


(Aroha) | 

Descent - Sa Ne Da Pa, Da Ne Da Pa, Ma, Ga Ma Re Sa 
(Abroha) 

Characteristic Phase/Pakad - S, ND, P, DN D,P,M,G, 


MR,S 
Raag Vistar-$, R G, Ma, R, SG, MRG,- P-,MG, 


MRS-GPDN D,PG,PD,N S---GMRS 
DNDPGPMGMRS 
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Tans- For trital bandish. 

SB GM RG PN DN SN DN DP 

GP DN SN DP MG PM GM RS 

GM RG PN DN SN DP DN DP GP DN SN DP MG PM GM RS 


DNSRSN |DNDP 
0 


GMRG |PNDN 


GMRG PPNDG 
Harikova | JovJoRe 


GPDN DPD FP 
Mans Mana sy Mi S Rana | KaRaLoS | SS boLoS 
MGPM |GMRS 
Ta na mana [Tana dha na] 9 

PP ND N 

Jo he Jo he 
DNRS | $NDND|GMRS 
sohephala | pasyes 
MGPM |GMRS 


Gu Ni Jas nas ma na 
x 2 


Sthayee — Hari ko bhajo bhajo re maan, mana sumirana 
kara lo sown tana mana tana dhan. 
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Antara - Jyohi jhoyhi dhaye so he phala paye 
karalo bhajana saba gunijana mana. 


Raag—Jaunpuri 
Scale—Ashawari, Sonant (Vadi) D Consonant—G 
Category /Jaati—Hexatonic - Heptatonic (Shadav-Sampurna) 
Time—2nd part of the day. 
G excluded in ascent. 4 ttarangvadi rag. 
G, DN, Flat, Rest Natural. 
Co-ordinating raag Ashawari. 


Ascent -$, R M P, D,N,S 

Descent -5, ND, PM,GR,S 

Ch/Phase/Pakad- MPDMPG RM, P-NDP 
Chalan-S, RNS-,RMPDMPGR 

MP RMPDMPGRM,PMPDNDDP-- 
DMPDNS-RNDPGRSNNDPDMP 


GRM,P. 

Villambit—Ektal : Badish- 

Sthai Aaj chhabi De khi, Natawara nagar 
Atahi, Sundara Manohara. 

Antara Shisha Mukuta aur kanan 


Kundala, Murali adhara sohey, kati pitambara. 
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PDNS NS D PDMP 
Aaa - Jo chha bi-- 


Mukhra on 12th 
GGRM S---|RMPP NNDD] P- PP MPDN|SSRN 
De--- khiss Na ta wara Na--Ga| ra- - - Aataje- sun - da 
x 0 2 0 


$-SRNS DDPP GGRN|S--- PDNN 
Ra-Mano | ha - - - ---- |ra--- shi ssha Mu 


mm 
3 


SSRN SSSR|[GGRS NSRS D--|P-PP P PGG 
ku--- ta-tara|lka-na na kun - da--|La--- Muraliaa 
x 0 2 

RSRN S-SS|NNSRNS DPGRN|S-SS 
dha raso- hey---| katipess  tambass|rasss 

0 3 4 


Jaunpuri—Trital—Madhyalaya 
More angana nache Shaanboriyan 
Natakhata nagara Murali monohara 


Dai dai tari taata thiya taata thaiya. 


Murali manohara Krishna Kanhaiya 
Natanagara Murali ke bajaiya 


Rasa rachaiya, rasha rachaiya. 
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PM _ | PDNSRSNS|DDPDM 
NI NI w NI NI NA 

Morey | a- -n ga na [na - che - 
x 2 0 3 
GRMM PPPP GGRS RNSS 
Shan-bari | yan - - Na ta kha ta | na-gara 
RM PD MP G-RS PGGG |RNSS 
Murali ma | no-hara Da ie daiie | ta - re - 
NNSN |DDPP DMPG |RSSS 
ta ta thai - ya - tata thais yas s stata 
SSSN DP |MGRSPM |MPDP /|$-$8$ 

NI NI NI HY 

thi s ya ss | ss ss mo re | Muralima |no- har 
5-55 RNSS |NNSS |S-SS 
Kri - sna ka n hai ya - | Natana- ga ra Mu ra 
NS-NSRS | D-PP GGRS RRSS 
Li - ke ba jai s ya - Ra - sha ra |chai- yas 
SGRS DPMP 
Ra-sha Ra |chai- ya Mo rey 


x 


2 


Raag—Jay javanti 
Scale—Khamaj sonant (vadi) ‘R’ consonant—' P" 


Jaati—Heptatonic (Sampurna), Time—2nd part night. 


Both the Nishads & both gandhars uses. Generally in ascent 
natural G, N and in discent Flat G N but Flat ‘N’ also applied 
in ascent. Obviously flat G is used between two sudh-' R' in 
discent only. 
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Aroha-S, NSDNR,RGMPN-S 
Abroha-S NDP MGR GR S 
Pakad-RGRSNDP-RRGRS 
Chalan- S- DNRGRS N DP 
R RGMGRGRS--NSRNDP 
RRGMPN-S-RGRSNN | 
DP DMGRRGRS 


-RRG NS R$ ND P 
s Pai ya pa Nhai ss ye e 
x 2 

MMGM RGRS 

Ra-M du haiyee 

x 2 
MPNNISNSS |RGRS | DNRS 
Mein -Jala | yamu na- | vara naja - ta thi - 
SSSR |NDPD|MMGM| RGRS 


Bee - cha da | gara mose | karatadhi | thai - ye - 
x 3 x 2 


Bandish — Painya parata moko chhoro Kanhaiyee 
Chhoro kanhaiyee to ko Ramo duhaiyee. 


Mein jala yamuna varana jaata thee 


Beecha dagara mosey karata dhithaiyee. 


Raag—Eman 
Scale (That)—Kalyan | — detones a previous swar matra 
Sonant (vadi)—G 


Consonant (Samvadi) N 


S- Denotes previous shabda matra 
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Characteristic Phase (pakad) N, R G, R N, RS- - 
(Chalan) Mukhyang P, - M, G - R, N R S-- 
Category (Jati)—Sampurna (all notes applicable in Ascent/ 

Descent). 

Time of singing_— Evening 

Notes (Swar)— Sharp madhyam, Rest all natural 
( M - Tibra madhyam, Rest all shuddha swar) 
Ascent (Aroha) -S,-- N, R G M, P DNS 


Descent (Abroha) — SN, DP M GRS 
Vistar/Imprevisation -S---,N,R-G--N-R-S-N,D,N 


R-G--P-M-G-G,R N,RS--NRGM-P 

M, D,N,DP,MDN,--D,N,S-NRS 

NRGRS- NDPMG,RPRNRS- 
Rythmic Song of Notes Wordless 


(Swaramalika/Swargam Geet) 


Lakshan Geet Raag- Iman Tintal 


Tibara sura gaabe rag Kalyan 
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Ga ne sambad prathama Nisha maan. 


NRGRGMPDNDPMGRSS 


Sampurana rejhawata saba mana 
Bhaktibhaba saba guni bakhan. 
S = denotes previous word continues. 


- = Denotes previous note continues. 


NRGM |PDNR| SNDP |MGRS 
Ga ne sama | va s da pra| Tha Ma Nisha| Ma s a n 


0 3 x 2 
MMGG |MDNN| $-$8 NRSS 
SamaPus |Ranares | jhasbata Sa ba Ma na 


NRGR |NRSS_ [ND NB $N DP ND RM GB SS 


Eman Tin tal (Madhyalaya) 
Composition—Sthayee (1st part of the song) 
Paniya bharana kaise jaaun sakhiri 
Beechame thaaro hai Nanda ke Chaialwa 


Antra (2nd part of song) 
Yamuna ke tata para nahi chalungi 


Dhuma machawbe dhitha longarawa. 
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PNND |PMGM|PRGR |NRSS 
Pa ni ya bha 


khi s res 
0 


2 
NRSS 


ya la bas 
2 


NRSS 
lun s gis 


NRGR 


NR GM PD ND ND PM GB 55 

NR GM PD NB SN DP MG RS 

PM GD PM ND PM GR GB SS 

ND NB GM PD PM GM PD NS ND PM GR $$ 

NR SN D$ ND PN DP MD PM GP MG RM GR SG RS NB SS 
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Character and Influence of notes on 
Raag Raagini and their impact 


The ancient Acharyas (Music Maestros) after having intensive 
research on swar /notes, Raag Raaginis, its impact on human 
mind/sentiment, whenever audience of music enjoy the 
melodies of raag Sangeet (Indian Classical Music Specially) 
and other music genres came to a conclusion that Raag raagini 
should be presented according to their nominated time and 
seasoned. If so the Navaraasa (9 poetical sentiment) in 
accordance with the notes applicable to various raag - raaginis 
will have good reaction and influence on human mind and 
body. It has scientifically been proofed that good music has 
the power of recovering diseases and mental agonies to a 
great extend. 


We are having Baat (wind/rheumatism), Pitwa (bile), 
Kaaf (cough/phlegm) problem in every human being more 
or less and sometimes it causes illness also. The notes S RG 
MP DN, its proper melody if presented correctly through 
the ragas it will give peace and relief to Baat, Pitwa and Kaaf 
inside the body. 


The characteristic of individual notes as well as the 
nominated time of singing particular raag in particular 
season, day- night time are being given below with the origin 
of sound of the notes 5 RG M P D N from seven chakras 
(points) inside our body. 


Chakras 


Muladhar chakra 
(Tip of spine), 


Imaginations 


Sound of 
peacock, 
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Characters 


Yogi's eternal 
state 


Swadhisthan 
Chakra (Navel), 


Sound of 
Papiha/Dove, 


Half awakened, 
Sluggish 


Manipura Chakra 


(Stomach), 


Sound of Goat, 


Bewildered / 
helpless 


Anahata Chakra 
(Heart) 


Sound of Crow, 


Grave, Noble, 
powerful. 


Bishuddha 
Chakra (throat) 


Sound of koel, 


Brilliant, jolly, 
well-bred lady. 


Aajna Chankra 
(between two 
eyebrows), 


Sound of Frog 
or horse, 


similar to 
Robust athlete, 
lustfulness. 


Sahasra Chakra 
(Top of Skull) 


Sound of 
Elephant, 


Piercing appeal 
like a sharp 


blade of a Spear. 


Nava 
Raasas 


Adbut, 
Roudra. 


Adbut, 
Roudra. 


Pathetic. 


Senti- 
ments 


Hard 


Astro Colors 


Characters 


Symp- 
toms 


Bile 


Quality 


Satwagun |Ravighraha 


Wind  |Saptwagun| Chandra | white | Salty 


Bile Red/ 


Saffron 


Tamo Mangal Bitter 


Wind, Bile 
Kaaf, 


Kaaf 


Buddh Hard 


soft 


Rajo Green Laugh and 


Erotic. 


Satwa, Guru Yellow | Sweet |Laugh and 


erotic 


Wind, 
Kaaf 
Wind 


rajo Shukra Black | Acidic | Bibastwa, 


Bhayanak. 
Pathetic. 


Tamo Shani Black |Pathetic 
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Time cycle of the Raaga 


Throughout 24 hours singing of ragas in cycle have been 
divided in three sections according to notes applicable. 


1. Re - Dha Suddha (Natural) - in this category the 
timings set from 7-10 AM and 7-10 PM and nominated 
ragas to be sung Bilawal, Deskar, Bhupali, Gaud 
Sarang, Khamaj, Kalyan etc. except a very few 
exception. 


2. Re- Dha Komal (flat) — in this category the 
Sandhiprakarsh Raagas During (Dawn and pre 
Evening time) 4-7 am and 4-7 pm. Raags nominated 
for singing Bairav, Kalingrha, Jogia, Lalit, Ramkeli, 
Shree Marwa, Poorvi, Puriyadhaneshree, etc with the 
exception of Marwa Puriya being Suddha Dhaibat. 


3. Ga-Ni Komal (Flat) - generally the timing cycle of this 
category is 10 — 4 in Day and 10- 4 in night with 
exception of some opinion as 12-4 and the ragas 
nominated therein are Todi, Ashavari, Bhairavi, Kafi, 
Deshi, Patdeep, etc. 


In a year there are six seasons and our predecessors 
(Ancient music maestros) prescribed particular ragas as per 
season to have good feelings in mind. 


Summer Season — Deepak Deshi Kedar, Nature Pitwa, 
Rainy Season- Megh, Mallhar, Nature- Baat. 

Autumn Season — Malkaus, Nature- Baat Pitwa 

Post autumn / Hemant — Shree, Nature- kaaf 

Winter Season- Bhairav, nature — Kaaf. 


Spring season — Hindol, Vasant, Bahar, Nature — Kaaf, 
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Seasonal Raag Mala (Hindi Compostion) 


“Deshi aye dhir udatwa, Deepak jale, sangh Kedar sohey 
Abhibarshana Megh guru gambhir garaje Mallar sheetal kore 
sharir. 


Atah harashita pulakito dhir gamana prakate Malkaus sharad ruta 
Divyamurthi Shree ananda mangala gaweye Asha Hemant mai 
Shishir Bhairav shanto gambhir pada darshawata bhakti raasa dhar 
Hindol dole Vasant mat koyel kuk sunaye Bahar aye bagiyan mat 
Aisee chakra paribartate sukha dukha ruta raag mana mandir mai.” 

In conclusion it can be said that if vocal/instrumental 
music presented and heard in time as advised by our 
predecessors (music maestros) the bad effect of Baat- Pitwa - 
Kaaf (rheumatism, bile, phlegm problems) remain peaceful 
because of the influence of the notes of ragas keep the heart 
normal and thereby our concentration level increases, mind 
become cool which is good for health. 


SEASONAL RAAG MALA - By Sh. Bhut Nath De. 
We 
«vit amr eter 
due wet (2) 
HA chant Ng- 
ad Season- 
afasie de Te Wit Garaje 
Heen gitaar HL VTA | 


We 


ard zur genfend eic TT 
Wie Arend aT Ge | 
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THIS RAAG MALA IS COMPOSED WITH TWELVE 
RAAGAS AS PER SEQUENCE OF THE SEASON 
SERIALLY FROM SUMMER TO SPRING. 
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Character of the following 
Raaga’s in Brief 


1. Yaman- originally from that kalyan ‘Purvanga vadi, Ga 
-Ne sambad, evening raga, mostly commence from 
lower octave, starts from graha swar-Ne (lower 
octave)avoiding sa, consists of seven notes, tibra 
madhyam both ascending and descending swaras 
adopting the practice, claim that kalyan is the Sanskrit 
name while Iman or yaman (the colloquial form)comes 
Persian. Composite name Iman-kalyan is a variant raag 
of Iman. Practically Iman kalyan generally sung by using 
suddh madhyam also. Very popular, peaceful grave 
recreating and beginners' raag of lower tetra chord. 
comparatively greater freedom of presentation by the 
artist, can be played both vocally and instrumentally. 
Mandra-ne, re, ga, Mandra dha, ne re ga re ma(tivra) 
ga,ma dha pa, ma ga ne ma ga, ne re sa. 


2. Khamaj: Regarded as dhun pradhan, melodious 
attractive shadav-sampurna class with both nishaad 
(sudh Ni in Aroha,Komal Ni in Aboroha), played in 
second part of night mostly in thumri, dadra bhajan and 
light songs composed in this raga. Drut khayal and 
rajakhani gat are also played successfully. Character is 
a little restless, sringar rash favourite /erotic. It is derived 
from khamaj thaat. Pa — Sa, Ni -Sa, Ni Dha, GaMa Ni 
Dha Pa...., Dha Ma Ga ReSa... 
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3. Bhim Palashree—A kaafi mail born raga bhimpalashree 
having its pathetic and peaceful character to represent 
sorrows pang of separation, at the same time the 
combination of notes can easily touch the sentiment of 
audience if skillfully presented.pentatonic —septatonic 
(Aodav-Sampurna) class having Ga Ni Komal (flat) Re- 
Dha in ascending kept off with Maa -Sa Sambad played 
in third part of the day before evening. Improvise- Re 
Ni_ Saa...Maa,Pa ga...Ma GaRe Sa..., NI Sa Ga Ma 
Pa...., NI. dha pa....MAPaNi_....., Pa NI Shaa...., Ni 
Ni dha Ma Pa Ma Ga Re Saa, Sa re NI Sa MA......... 


4. Bhairb—one of the principal raag performed in early 
morning before sunrise from Bhairab mail, named after 
one of the incarnation of Lord Shiva, consisting all the 
seven notes, Re Dha Flat (komal) with Re Dha vibratory 
mode (Andolita) character is of devotional (Bhakti Rasa), 
peaceful and grave played in all the three octave 
preferably lower tetra cord. It can also convey vir rasa, 
a male raag having number of related ragas like 
Kalingda, Jogia, Ramkeli, Gunkeli, Ahir Bhairav etc. but 
due to the special character of Bhairav in application of 
swar combination it can easily be separated. 
Improvised— SA RE RE SA ......... , DHA DHA NI 
SHA.... GA MA DHA DHA PA....... , GA MAA RE RE 


5. Brindabani-Sarang— derived from Kaafi mail, 
pentatonic consisting of five notes both in ascending 
and descending of which GAA DHA excluded, RE PAA 
sambaad, mid-day raga,with suddha NI in ascending 
and komal (flat) NI in descending. little restless in 
character played in middle and upper octave, sringaar 
rasa entertaining raga with masculine category, vir rasa 
favourite improvised—MAA RE NI SAA......... 


6. 


7: 
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REMAA PA.......... ‚NI MAA PA...RE PA MAA 
RE......., RE PA MA RE NI....... SAA ......... UPPER 
OCTAVE: RE MAA RE SA, RE NISHA, NIPA...., MA 
RE NI (LOWER OCTAVE)...SA......... 


Jayajayanti—this raag is played in two ways one in raag 
Desh pattern, another in Bageshree pattern (desh anga/ 
Bageshree anga) but mostly sung in desh raag pattern 
from Khamaaj mail peaceful pathetic but grave in 
character, mostly played and sung in lower and middle 
octave.conveys the appealing sense and feminine 
character both the NI"s and both GAA”s are applied. 
RE PAA sambaad, in ascending order suddha GAA 
suddha NI and in flat GAA flat NI, exceptionally in 
lower octave ascending flat NI is used. Generally flat 
Ga remains always in between two RE's. improvised::: 
(L -OCTAVE)SAA ...DHA NI RE...., RE GA MAA GA 
RE GAA(FLAT) RE SAA............ , NISA RE NI DHA 
PAA(L-OCTAVE) WITH mid, PAA RE....,RE GAA 
MAA GA RE GAA RESAA............. MAA PA NIDHA 
PA MAA GA RE GA RE SAA.......... 


BHAIRAVI:....faminine character, erotic devotional 
sringaar in nature consisting of all the seven notes, RE 
GA DHA NI (flat) PA - SAA sambaad, morning raag, 
dhun character (specified in Thumri Ghajal, Geet 
oriented presentation). Bilambit Khayal and Masid 
Khani gat generally avoided .Its a very popular raag 
and favourite to the audience who eagerly wait for 
conclusion of the musical recital with Bhairavi -Thumri 
or Dhun which gives entire satisfaction and full 
enjoyment of the programme.As and when required all 
the twelve notes may be applicable tactfully in this raag. 
Improvised— DHA NI SHA RE SAA............. , MAA 
GAA RE SAA............. , NI SHA GA MA PA DHA 
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PA —— MAGARESA............. , DHA NISHA 
KE GA uso , MA GA.......... RE GA RE SHA .......... " 
GA MA DHA NI SA (U-OCTAVE) NI DHA PA, GA 
PA DHA NI DHA PA MA GA RE $A.............. 


8. Puria Dhaneshree—Purvi thaat born, RE DHA Flat 
(komal), tivra (sharp) Madhyam, consisting of all the 
seven notes in ascending and descending, a combination 
of Puria in lower tatra cord and Dhaneshree in upper 
tetra cord, erotic and pathetic in chatacter evening raag 
conveys the sense of conjugal love and separation .the 
improvisation of the raag remarkably stick to the mind 
of the listeners if excellently represented by the artiste . 
combination of notes.... SA NI (LOWER OCTAVE) RE 


MA RE GA .............. , RE SAA............. , (LOWER 
OCTAVE) NI RE NI DHA PA...MAA DHA NI RE SAA, 
MAREGAPA..................... DHA PA,NIDHA PA... 
MA DHA RE (u-octave) NI DHA PA......... MA GA 
MA RE GA.... RE SAA.................. 


9. Bageshree—derived from Kaafi thaat, a very pathetic 
erotic character MA-SAA sambaad,played second part 
o0f night with flat GA -NI, pentatonic in ascending (RE- 
PA EXCLUDED in aroha), sexatonic in descending (pa 
excluded) but according to different Pandits 
(musicologists) PA can be used in descending order with 
a little curved way or straight way (while doing taan 
kaari). Bageshree is most popular easily understandable 
and favourite raag of the audience (people) 
improvisation …SAA NI DHA NI SHA MA GA....RE 
SAA..., GA RE NI DHA(L-OCTAVE) MA DHA NI RE 
SAA, NI SAA GA MAA DHA NI DHA, MAA PA DHA 
MA GAA....., RE SHA, GA MA DHA NI, MA DHA NI, 
DHA NI RE(UPPER OCTAVE) SHA. MAA GA RE SHA 
NI DHA, MA PA DHA MA GA RE SHA............ 
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A Focus on Thumri in 
Indian Classical Music 


Though Thumri has been categorized as light classical in 
India, almost all the music conferences of classical genre, the 
concluding item must be thumri as if the entire satisfaction 
lies in melody of thumri Inspite of successful Khayal 
presentation by the eminent artists. 


Definitely the Khayal presentation and its melodious 
impact of the particular raag touches the heart and mind of 
the audience undoubtedly but after having almost an hour 
in strict discipline and regulation of Khayal gayan, audience 
want a relaxation in free mind and enjoy psychologically 
obviously the good music has wonderful power of attracting 
not only man but also God Godess and even animals and 
birds. 


As regards the origin and evolution of thumri, it is from 
the royal court of Audh (Ayudhya), Wazid Ali Shaha mostly 
agreed as per historical back ground. Some are of the opinion 
that it is indigenous if thought deeply. The folk song of our 
country in different regions being un organised (not in 
accordance of Sangeet Shastra) but spontaneous creation of 
people (at their own) according to different occasion of their 
life, festivals, work field, domestic functions, birth, marriage, 
death and so on. Out of those dhuns (Tunes) we get lyrics to 
Amorous / Mundane love, the pang of separation of lover, 
spiritual love etc. 
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The Kajri, Chaiti, Biraha of Uttar Pradesh and Bihar, 
Javalis of South, Lavanis of Maharastra, Padas and Ramanis 
of Kabir panthi having Mundane and spiritual love with 
erotic mysticism. This folk music may have inspired and 
supplied the theme so that the musicologist have organised 
and classicized to Thumri. 


The thamak of Kathak Dance having Thamakat Chaal/ 
Chalaan co related to thumri to some extent. The Dhruvas of 
Nattya Shastra of Bharat in medium tempo specially fit for 
Sringer Raas. 


The next author after Bharat, Matanga, mentioned about 
Naad Vati, A type of Gaana Ela prabondho (light 
composition) for Sringer Raasa. Bhasa — Bibhasa geeti also 
mentioned the Rakti Ranjakata (Entertainment) and not rules 
regulation’s strict compliance as Shastra. From Sarang Deva 
Sangeet Ratnakar, We got varities of alapti (Improvisation / 
Alaap) — Raaga alapti, rupak alapti of verbal, tonal, rhythmic 
pattern which can be compared to some extent to Bole Bano 
Thumri (Purvi Aang), Banaras wherein Pratik Grahanika, 
Sthai Bhanjani, Rupak Bhanjani of Pandit Sarang Dev on 
similar pattern. 


Toppa Aang Thumri derived from the dhun/tune of 
Camel drivers of Punjab and organised, classicized as thumri 
afterwards. So thumri somehow or other existed in India 
century ago in different form but indigenous and we can say 
it as ephemeral or transitorily evolution thereafter. Thumri 
has been impact of classical music on one side and folk on 
the other. 


Thumri requires melodic voice preferable female, natural 
or much more practiced voice. The poetic content small but 
mostly of sringer raas spiritual love and the poetic content 
gets importance. The artists develops tonal verbal quality 
very efficiently make it more attractive and aesthetic. 
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Thumri's are generally composed and sung in few 
selected ragas and taalas to give more and more emphasis of 
Bhavas (emotion). The ragas—Pilu, Khamaj, Mand, Bhairavi, 
Pahari, kafi, jhinjhoti, Tilok Kamod etc and taalas—Jaat, 
Addha, Dipchandi, Kaherwa, Dadra and Punjabi teentaal. 
This genre is art of unity in diversity. It dwells in melody 
which accumulates softness and sweetness, develops the 
aesthetic sense and creates and attractive atmosphere. 
Thumri is co ordination with Kathak dance seems to be a 
little lower social status until now. 


There are three types of Thumris prevailed in India— 


1. Poorvi Aang (Bole Banao of Banaras)- eastern and 
western part of UP, Braja Pradesh, Bihar, Madhya 
Pradesh, Bengal, Maharastra and Gujrat. Specialties 
are Grace, Tenderness, Sweetsness, Tonal 
embellishment, elegance of flexibilities. 


2. Pachahin Aang (Paschimi style)- confined to more 
or less Lucknow, Moradabad, Delhi, Saharanpur and 
Meerat. Specialties are comparatively less tender less 
elastic toughness of Khari boli and average attraction. 


3. Punjabi Aang/Style- quite popular throughout 
western northern and eastern part of the country. The 
outstanding exponent of this style was Khan Saheb 
Bade Gulam Ali Khan. Tappa style tonal 
embellishment, Murkis and Taan -like words 
sweetness are more attraction. 


All these three styles of thumris are obviously popular 
throughout the region except some sort of superiority in 
Poorvi Aang. 


Like Dhrupad and kheyal thumri has got no specific 
Gharana. Most of the renowned artistes of this style are from 
Kheyal Gharana. Here are some most outstanding exponent 
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of thumri of our country— 


Khan Saheb Abdul Karim Khan, Bade Gulam Ali Khan, 
Faiyaz Khan, Ustad Moijuddin Khan, Chandan Chowbey, 
Ramsumir Ji, Moti Bai, Ramsevak Ji, Siddheswari Bai, Girija 
Bai, Guhar Jaan, Akhtar Bai, Sony babu, Ramu Mishra, Indu 
Wala, Sarswati Rani, Janki bai, A N Bose, Girija babu Ghosh. 
In addition to vocalist thumri is also prevailed in instruments 
like Sitar Sehanai, harmonium Sarangi, Violin Sarod equally 
and performed generally as attractive dhunes/tunes at the 
end of classical demonstration. 


The Sanskrit version mentioned below is the proof of 
indigenous of thumri- 
"Rigvedadi Samuddhuta Vichitradhwaniranjita 
Elanadbati Ramya Barnalankar Shovita 

Geeyati Maddatalena Naadyukta Padey Padey 
Takkarayo Bhavetatra Sarbesham Anuranjaka 

Ebeto Barnascha bighneya Shringar Kathita raasa 

Kaushiki Britirakhyata Panchaliritirishyate" 


From- Matanga's Brihaddeshi 
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Folk/Tribal Music of India 


A Little Focus on Some Region (Spl. Bengal) 


The word music derived from Greek Mythology, original 
word Muse, poet's inspiration is an art of combining sounds 
for reproduction by voices or instruments in rhythmic, 
melodic, harmonic forms as to express thoughts, feelings and 
emotions of mankind. 


The folk or regional songs of our country reflect the inner 
feelings of people of different region with different tastes 
and colors. The folk melodies having a spl impact touches 
our heart very quickly. 


Far from the din and bustle of busy town life and 
industrial civilization, in the lap of nature surrounded by 
green fields, the simple innocent people of the village express 
their feelings of joys, sorrows, grieves, festive moods with 
their own traditional melodies are the folk music of our 
country. Due to simplicity in composition tunning and 
rhythms, people of that region can enjoy fully and much more 
delighted in comparison to Indian Classical Music. 


The folk music is related very closely to our day to day 
life in different regions of the country. Right from the birth 
to death, various festivals, occasions, field of work, the folk 
songs become the integral part specially in the villages and 
tribal areas. It is a tradition, the Mallar (Boat man) in river, 
farmers in the field, while cultivating, sing from the core of 
their heart and get delighted and relaxed while on their hard 
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work. They never lose energy, because absorb in folk dhun 
(tune), which give them a spiritual power to go ahead. 


The folk music differs regionally in our country, though 
fundamental themes and purpose remains same. Due to 
different types of regional cultures, customs, traditions, 
religions, the folk music and dance in our country have a 
beautiful diversity. 


Here, I mention some specific types of folk mostly 
prevailed in West Bengal and adjoining Jharkhand regions 
and instruments used therein. 


Bhatiyali Gaan—This folk song is related to mostly 
Majhi-Mallar(Boatman) Sailing boats on river, in river bound 
region of Bengal and also neighboring country Bangladesh, 
earn their livelihood. At the times of Jowar Bhatta (tide), when 
Majhi used to sing Bhatiyali at a high pitch creates wonderful 
atmosphere all around. 


Gambhira—This traditional folk song is sung in Maldah 
District of West Bengal at the time of Shiva Gajan and Pouse 
Sankranti. 


Boul Gaan—A particular community dressed in safforon 
colored dress with turban on head and Ektara or Anando 
Lohori on hand with string of small bells round the ankle 
(Ghangroo) Sings spiritual songs (Dehatatwa) called Boul 
Geet by dancing pose found in almost all the district of West 
Bengal. It is very popular in villages and occasional fairs. 


Bhawaiya Gaan—Most popular song of Kuchh Bihar 
district of West Bengal, based on Singer raas erotic sense with 
pathos. 


Letto Gaan—Burdwan, Bankura, Purulia, and Birbhum 
district of West Bengal mainly have this Letto Gaan, sung 
between two groups making sawal jawab in beautiful tune, 
instand on this spot like Tarja Gaan. 
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Jari Gaan—A traditional folk of Muslim of Bengal on 
the occasion of Muharram for in human killing of Hussan- 
Hussain in Karbala. About a group of 20-25 in a circle 
expressed their sorrow and grief by dancing singing with a 
napkin in every bodies hand guided by a group leader. 


Alkap Gaan—Muslim farmers in Murshidabad, Nadia 
and Maldaha of West Bengal sings based on Radha Krishna 
Leela mostly in villages. 


Murshidda Gaan—Murshidda means guru. This folk 
prevailed amongst fakir,sufi,saints of Mohamadan 
community of religious and spiritual conceptions in several 
rhythms of our country. 


Tusu Gaan—Traditional folk song of Rardh region, 
Birbhum, Bankura, Purulia, Midnapore, Bardwaman, 
Singhbhum of Jharkahnd is very popular. During the Pous 
Month of every year for 3-7 days worship of Tusu Devi's 
idol regarded as Laxmi Devi, folk songs are sung in a group. 


Bhadu Gaan—In Bhadra Month of Rainy season 
celebration of Bhadu Pooja with folk songs done in Purulia 
Bankura,Bardhaman Birbhum, Dhalbhum, Manbhum,and 
Jharkhand borders. A rumor goes Bhadeshwari was the 
daughter of Kasipur Moharaja of Manbhum(Purulia) whose 
husband was killed on the way by dacoits on the day of her 
marriage. On account of that she scarifies her life and became 
the history for worshiping Bhadu. 


Chhara and Panchali Gaan—This are actually doggerel 
verses extempore and verses praising glory of deity, a very 
old folk prevailed in several regions of our country. 
Participants are mostly women. Folk songs of these type are 
related to daily life and social celebration. For example- 
Lullaby of Mother to make her child sleep, domestic welfare- 
welfare of family members mostly in villages. In West Bengal 
the occasions are named as Magh-Mondal, Parmeshwar, 
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Bondurga, Bhaduli, Nataichandi, Bipodtarini, Punnipukur, 
Mangalchandi, Itupuja, Tushtushusli, Senjuti etc. 


Agomoni and Vijaya Gaan—Welcome of Maa Durga’s 
immersion ceremony songs are of Special type folk in Bengal. 
Besides the other regions of our country similar type of 
welcome songs in different tune are also heard. During pooja 
month the celebration reaches its maximum with 
delightfulness by various songs but end with grief and 
sorrow on Vijaya Dashami. Sentiment is Uma’s (Parvati) 
arrival in mother Menoka’s house, departure on Vijaya 
Dashami to Shiva’s Kailash. So Bengali Mothers heart 
penetrated in grief in Vijaya Dashami. The composition of 
Sadhak Ramprasad and Kamalakanto related to Agomoni 
and Vijaya are very pleasant folk songs. 


Rakhaliya Gaan (Cowboy Song)—Generally sung by 
cow boys in course of their journey to forest and grazing 
field with cows goats buffaloes for grazing in morning and 
returning back in the evening. Lyrics mostly indicated 
Srhrikrishna and Gopobalas Mythology. 


Ghentu Gaan (Song of Ghanta Karno)—Ghanta Karna 
is regarded as God, who removes any sort of skin disease of 
the people, such is the belief in Bengal for which the God is 
worship by singing a special type of folk by most of young 
girls and boys. 

Ghatu Gaan—Theme of this folk lies on Radha Krishna’s 
conjugal meet at the bank of river Yamuna. Boys and Girls 
in proper costumes sings in north Bengal in a particular 
occasion. 

Jag-Gaan—It is a night long program of folk of Hindu 
Muslim combined, glorifying religious deity. 

Balan Gaan—This group folk songs sung by men in Chait 
sankarnti in Bengal based on Ram Sita, Nauka Vilas, Sabitri 
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Satyawan, Radha Krishna and philosophy of Raja Harish 
Chandra in charming costumes. 


Patua’s Gaan—A community n Bengal mostly 
Muhammadan painters adopts Hindu customs also, 
performs paintings on cloths and papers, visiting door to 
door in villages singing folk with Dholak and Ektara and 
earn their livelihood called Patua. 


Jhapan Gaan—In rainy season, month of shrawan, snake 
charmers and snake experts of Bengal villages used to sing 
and dance uttering sermons to remove poisonous teeth of 
snakes called Jhapan Gaan. Been and Bansuri are used. 


Karma Sangeet (Work Songs)—This is special type of 
folk is sung all over the country while the workers engaged 
in hard work with heavy materials in a group to get relaxed. 


Karam Paraver Gaan—Tribes of Chhotonagpur areas 
(Jharkahnd) celebrate Karam festival with pomp and 
splendor in villages. This is also spread in Bankura Purulia, 
Bardhaman Birbhum of West Bengal . while celebrating folk 
songs and dances continue for few days in front of Kadambo 
branch by Oraon, Majhi, Saontaal, Munda, Ho, for good 
harvest. 


Jhamur Gaan—This popular folk song is mostly in Vogue 
in Singbhum (Jharkahnd) some border area of Orissa, Purulia, 
Bankura, Birbhum Dhalbhum, Chhotnagpur area on Radha 
Krishna’s theme. This is well performed by Santhals. 


Bihugaan—Mainly it is a folk song with a dance of Assam 
called Bahag Bihu and another Magh Bihu or Bhogali Bihu. 
The farmer is celebrated in Baishakh and later in Pous 
Sankranti. 


Chatka Gaan—Chatka is a faous folk song of North 
Bengal based on erotic sense. 
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Chaiti Gaan—Popular and charming folk of Bihar, 
generally performed in Chaitra. This folk bears erotic and 
pathetic sense based on Raam Sita’s philosophy. 


Kajri Gaan—This folk song plays a very important role 
in Uttarpradesh and now popular in most of the region of 
the country due to melodious tune in singer Raas. 


Celebrated in month of Bhadra, Krishna Tritiya Thithi 
for kajli Devi. 


Instruments used in folk songs in India in different states 
as under 

EKTARA & DOTARA—made of Gourd Tumba and 
Bamboo stick with one or two strings piece of leather covered 
one side of Tumba. The nomadic sense of bauls sings spiritual 
folk with this seen in Bengal Orissa and Jharkhand. 


ANANDO LOHARI /GABGUBI/ KHAMURU—Piece 
of wood being hollowed properly covered lower side by 
leather, handle of Bamboo stick with cow tale/ horse tale 
hair as a string played with finger by Mizraf, generates 
peculiar sweets sound suitable for singing “Polli Geeti” in 
Bengal. 


SARANGI (Small)—Two or Three Strings played with 
bow or gauge and tinkling anklets are fixed on the body in 
Rajasthan’s folk. 


Ravan Hatha—This is also an old instrument of 
Rajasthan, made of coconut cover case and bamboo, 9 strings 
are generally there, made of horse tale hairs played by gauge 
with folk songs. 


Kamaicha—Like Sarangi its having 22 or 23 strings, a 
Rajasthani Folk instrument. 


Nath-Panthi Saints Kamaicha’s name is related with this 
Instrument. 
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Rabab—The old one originated from Afganisthan 
brought to Punjab regarded a very good folk instrument for 
accompaniment. Ultimately this has been renovated and 
appears as Sarod of classical instrument. In addition to above 
Indian Folk songs are accompanied by Sehnai Naphori, Singi, 
Algoja, Bansuri, Been, Sankh, Damru, Dholak, Shri Khol, 
Channg Daph, Dhol, Nagra, Kartaal, Chimpta, Ghangroo, 
Matka, Manjira, Mukhchanng, Taasa, etc from ancient era. 
With the passage of time it has now been modified renovated 
and keeping in view of modern demand. The folk song artists 
are also using harmonium, synthesizer, Banjoo, various other 
electronic instruments. 


Role of Music as healing agent Emotionally, Physically and 
Spiritually 

From the gloden evening of creation of life to the black and 
disustrous evening of death the existence of music is a must. 
According to pancha tatwa of human body. 


“Khiti Jaal, Pawak, Gagan Samira, Pancha Rahita Eha 
Adham Sharira", 


The life is the combination of the above five materials 
and on the basis of these the existence of the world, human 
being still continuing. The life will come to an end if one out 
of these five materials fall short. These Panchattava are full 
of music. The life becomes complete only on musical 
environment accoring to the sceintist. 


Emotional people of the world believes there is music in 
each and every thing of nature. The musical notes are the 
Naada of Attma and Attma is a image of Param attma. So 
the swara is directly connected to Attma rather to Emotion. 
There is no body in the world who is isolated from Emotion 
and Music to some extent. Every body knows to sing and 
cry- “Gaana Aur Rohna Sabko Atta Hai” 
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Very few people of this vast universe have the 
opportunity to become good musician by virtue of his hard 
practice on swar-taal-laya-bhasa-sense-tapshya but those 
who can not acquire the knowledge of this lalit kala, do sing 
a song get delighted with a sweet tuned dhun, enjoy music 
fully because of the role of music on people. The folk songs 
of a region, boatman singing on a river while boating, 
washerman in dhoobi ghat, farmer in the plaughing filed, 
labours in their field of work, village women picking up water 
from the well are singing sponteniously. They never took 
any training from a sangeet Guru. 


Their rythams are very natural and from the core of their 
heart because music maintain a shoothing effect and heals 
their stress and strains in work. Irrespective of any occassion, 
social political religious marraige birth, death, in army, 
hospital, school, ashram, wherever we go we find music. It 
is a healing agent. It is an energy of human body and 
medicine of different disease of man. Inpact of music and 
dance has yielded very good result on mentaly and phsycally 
retarded people, in lunatic asylun establish after scientific 
research by doctors and scientists . In dairy farms of Taiwan, 
the installation of soft music enhanced the growth of milk of 
cows according to the chinees news paper People’s Daily. 


Pandit Onkar Nath Thakur’s applying of komal Gandhar 
excellently in Lucknow Zoo through his kantha Sangeet in a 
raaga changed the attitude of ferotious tiger and lion. 


Dr. Jagdish Chandra Bose on his research on plants and 
trees proved the plants developed in good music. The 
chloroplate in protoplusm cell starts moving. The students 
of Annamalai University also proved the plants develop on 
good musical sound in comparison to the plants issolated 
from music. In Army also to creat more enthusiasm in 
soildiers now a days different types of music introduce in all 
states of the world. 
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Bhakta Kabir, Surdas, Meera, Tulsi,Nanak, Jugalkishore, 
Ramadas all succesded praying through their music only. 
After some hours of hard work in factory or office the soft 
and sweet music eliminate the tiredness and stress of mind. 
The Samgaan of vedic era based on Sa Ga PA swar rytham 
was way to pray God can not be denied. Muni Rishi use to 
believe soft and mild music can accelerate Tapasya, Chintan, 
Sadhana and begets success to Sadhaks. Mind becomes 
concentrated and spiritually strong. Man become fully 
satisfied forget worldly pleasure, Zealousy and Enviousness 
but adopts love and sympathy to man and animal. 


Harmony to people by Music 


Music can bring people of different dignity in harmony 
because it has been the power to attract by soft and sweet 
sound (Naad Probhav) the helpless and diverted mind to 
concentrate some time and creat hope devotions and energy. 
Music is the only medium for self development and 
entertainment. Music can be pleasure to each other who sings 
and hears. Due to financial crisis, higher neccesity,wants of 
the people, unrest social and religious stages, selfishness of 
self centered people no body satisfied and does not want to 
get together in harmony at present. So through music only it 
is possible to bring harmony, get people together create a 
good social environment and good relation amongst the 
people. 


People with different places and languages develop 
togetherness through music 

By virtue of knowledge and sceientific development and 
research in this world, every day new inventions takes place. 
Music is also a science, it also requires various research and 
development. The research is going on. Our ancient pandits 
acharyas described Dhaani bigyan and Naad’s power in thier 
different books. The fundamental thing of music that is Sur 
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Laya Rytham, chhanda Baichitra and creativity are almost 
same in the different parts of the world. People speaking 
different languages play different musical instruments by 
the magnetic power of music remains in its Sur- taal touches 
the heart of every man irrespecive of caste - creed- language 
and country. Music has got no language its sound and sense 
in easily understandable by human being, even animals 
snakes birds are impressed by music and changes their 
nature. Language is not the bar in anyway in Sangeet. The 
bhav raasa of sangeet, effect of raagas and Swaras, penetrates 
the mind of listeners so there is no need of language. Singer, 
Hasya Karun and Bir rasas are created by music and dance 
and the listners get the pleasure from it. 


Music at distrub situation 


At the time of distress, music plays its role. Poet Milton wrote 
in his Paradise Lost, - When God created Brahmanda, first of 
all he co ordinated together the spiritual and material things 
with the help of music. According to Prof. Dryson, music 
not only create but some times destroyed also because Sthula- 
Sukshma (Broad and fine quality) are under music. Musical 
sound stops the blow of wind,waves of sea according to 
encient proverbs. 


In the state like Kashmir in India where life has become 
a terror stricken day to day, people unrest, uncertain in their 
living, music can bring the situation under control gradually. 
Sweet and soft sound can divert the minds of aggressors and 
take them to normal and peaceful life. Music culture to a 
great extent in those distrubed areas can change the motive 
of restlessness. In Kashmir continuous infiltration and 
insurgency for decades unable to solve the problem and 
convert the mindset of the people but music can make the 
soft and sympathic heart by its soothing sound and pave the 
way to peace and prosperity. 
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Music Theory & Practical for Vocal 
Music, Strings & Bowing Instruments 


(Syllabus prepared by Shri Subrata De.) 
Theory 


Level 1 
For Grade 1* to 2™ Std. 


Definitions—Sangeet, Swar, Aroho, ABROHO, Pakarh, Badi, 
Sambadi, Anuvadi/Wivaadi (Dissonant)/Theoretical 
Knowledge of your own Instrument. 


Knowledge of your own Guru. 


Level 2 
For Grade 3" to 4" Std. 
SAM- TAALI, KHALI - wafaa, Taal/ aa- Matra / ATA 
-Saptak/ Hd, Sthayee/ të, ANTARA / SITI, Sanchari / tami, 
Abhog/ 3141, 
Project work on- Miya Tansen, Invention of your 
Instruments. Write few words of your own Guru. 


Level 3 
For Grade 5" Std. 
Thaat/ Me, Dhwani/ “dhi, Naad/*I«, Chal Swara/ FA WA, 
ACHAL SWAR/ aA at, Suddha Swar/3s FR, Vikrit swar / 
fapa W, Awartan-3Teid4 
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Project work on- Swami Haridas and Sharang Dev. 


Write brief note on your subject (vocal/Instruments / 
Dance). 


Write five alankaras and one any of your known Raga 
composition with taans. 


Simple structure of any Tekha with its divisions in Taal 
Teen Taal/Dadra/Keherba 


Level 4 
For Grade 6" — 8" std. 


“AA Bra Ht à ge Telde UE war six fam 
oefenen tela 


History of Indian Music like - Ancient Era, Maddhya Kaal 
Adhunik Kaal 


Project work on- Vishnudigambar Palushkar and Vishnu 
Narayan Bhatkhande. 


Write a complete notation on any of your level raaga’s 
composition with Taans 


Write a small synopsis on raaga’s Samay Chakra (the time 
cycle) 

Write a small note about your feelings and thoughts for 
MUSIC . 


Write small note on Tribal Music/ Regional Folk. 


Level 5 
For Grade 9-10" Std. 


NOTATION SYSTEM (Swaralipi Paddhati) 
Bhatkhande Paddhati — Symbole and significance 
Taal lipi / rhythm notation symbol 


Project work on- Amir Khusroo, 
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Characters of raaga Ragani, 
Influence of notes of Raga Ragini in our life. 


The focus of Thumri in Indian Music. 


Level 6 
For Grade 11-12" Std. 


Brief knowledge of “Natya Shastra”, Sangeet Ratnakar, Books 
of Pandit V.D. Paluskar.Spl Knowledge of different kind of 
Theka in Dhrupad-Chartaal, Sultaal Tibra, Mattataal. 


Kind of theka in Thumri- Deepchandi and Jaat Taal. 
Project work on- Gopal Nayek. 


Gharana and its Importance, Development of our Indian 
Music in 21* Century. 


Future of Indian Classical Music & Dance with the effect 
of present scenario. 


Practical Courses 


Level 1: For grade 1" to 2nd 


The basic knowledge’s of Swar Sadhana, Alankaras and 
Murchhana. 


Lakshman Geet in Raag Bhupali/Yaman/Bilawal. 


Knowledge of your own Instruments and Basic 
compositions. 


Level 2: For grade 3" to 4" Std 


Students has to learn practically the following ragas like Kafi, 
Khamaj, Bhairav, Brindabani Sarang, Bhimpalashree, Bihag, 
Bhairavi in Drut Bandish with Taans/Torha. 


Composition of Kabir/Guru Nanak/Tulsi Das's Bhajan. 


Swar Pahechan (identifications of Notes). 
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Lakshman Geet of minimum three raagas), 
Taal Teen Taal, dadra & keherwa, 


Level 3: For grade 5" Std 
Raag -Desh, Pilu, Durga, Ashawari, Jaunpuri, 


Knowledge and Identification of different Swars and 
alaap. 


Composition of Kabir /Guru Nanak/Tulsi Das’s Bhajan. 


Knowledge of Taals in — teen taal, Rupak Jhaptaal with 
single and double speed. 


Level 4: For Grade 6" -8" Std. 


Main Raag-Hambir, Kedar, Poorvi, Tilang, Jaijaywanti, 
Deshkar, Kalingrha, Todi, Vivus, Tilok Kamod with any of 
three Vilambit compositions with Alaap/Vistaar/Jorh styles. 


One raaga composition in Different Taals. 
Composition of Geet- Govind’s Bhajan. 
Swar Pahechan (identifications of Raaga through Notes) 


Taal Jhaptaal, Teen Taal,Ektaal, Rupak in ekgun dogun 
& chowgun 


Simple theka of Jhumrha, Arha choutaal. 
Tunning of your own Instruments. 
Performance on Tanpura Only. 


Knowledge of any other Instrument apart from our own 
field. 


Level 5: For Grade 9" -10" Std 


Raag-Malkaus, Bageshree, Rageshree.Multani, Kamod, 
Patdeep, Maru Bihag 


Compositions in Vilambit in any four Raagas 
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One Thumri/Dhrupad/Dhamar for Vocal Music. 
Taal- Arha chowtaal, Deepchandi, Tilwarha. 


Level 6: For Grade 11-12" Std 


Raag—Marwa, Puria, Sohini, Bahar, vasant, Puriya 
Dhaneshree, Darbari, Gaud Sarang, Sudh Kalyan. 


Performance of Thumri/Dhrupad/Dhamar 
Taal - Dhamar and Tappa Tekha. 
Spl Knowledge in practical— 


The kind of Theka in Dhrupad — Chartaal, Sultaal, Tibra, 
Mattataal. 


Kind of theke in Thumri-Deepchandi and Jaat Taal. 


